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The current research deals with the notion of genre and introduces 
the notion of genrelet as a special kind of genre which operates 
under structural and language constraints,, and which involves more 
specific textual, participatory and social roles of participants than a 
genre does. It is argued that there exists a highly motivated kind of 
genre via intertextuality where the language user hijacks some 
generic elements from one genre and infiltrates them *into another 
different genre in an attempt to achieve a subtle argument and to 
relay an attitude. This intertextual operation involves the three 
dimensions of context (register, pragmatics, semiotics) and entails 
changes inflicted on the original social occasion, the attitude of the 
original text producer, the position of the sign, the function of the 
original genre, and the textual, participatory and/or social roles of 
the original participants. The research attempts to handle the issue 
from an English/Arabic translation point of view since the 
mtertextual operation is considered one of the most problematic 
cases a translator would face. 
CHAPTER ONE 
INTRODUCTION 
I. I. Linguistic Framework of Research 
It has been argued that learning a genre is learning one of the most 
sophisticated rule-systems. It is through genre that establishing, 
encoding, organizing and communicating knowledge between 
different individuals in one and the same society is made similar, 
and, hence, efficient. In this sense, genres are seen to be governed 
by a system of textual and contextual (i. e. the ideological and 
cognitive content) conventions and constraints concerning what an 
individual may say, as well as where and when (Kress 1982). 
Questions related to what the word genre stands for and what the 
main elements of this notion are, have been unanimously 
established. Genre is the linguistic product of conventionally 
structured forms recognized by a language community. These forms 
occur in frequently repeated social occasions where participants are 
involved with specific goals, purposes and intentions to fulfill, and 
roles to play (Kress 1982,1985,1988b, 1988c., 1990, Hatim & 
Mason 1990). 
Structure, which has to do with questions such as optional and obligatory 
elements, the sequence of these elements, the recursion of these elements, 
etc.., has always been a debatable issue. Studying genres such as 
letters to 
the editor (Ghadessy 1983), riddles (Scott 1969), technical articles and 
reports (Winter 1976), news reports (Dijk 1985), etc. genre theorists 
maintain that there is always a preferred structure to be followed, yet, text 
producers are free, to a limited extent, to change the occurrence as well as 
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the sequence of elements without changing the generic membership of the 
text. This limited freedom turns out to be almost unlimited in the case of 
genres such as the casual conversation (Ventola 1979,1983a, 1983b, 1984, 
1988,1989) where sequencing, optionality and recursion of elements are 
all questions left to the participants as well as to the given particular 
incidence of genre to decide and to take care of. Thus, participants are 
given almost unlimited freedom in developing the interaction. In this view, 
texts can always be members of a given genre yet maintain unique 
structures. 
It has been argued that the social occasion as well as the purposes and 
goals of participants have crucial effects on the text which is constructed in 
that social occasion. Social occasions start from the entirely formulaic and 
ritualized to the less formulaic and ritualized (Kress 1985). Participants are 
divided into present and absent participants. The present participants, such 
as In the case of verbal communications, all have a goal in the creation of 
the text. In written commUnIcations, i. e. the case of the absent participants, 
language is not generated in interaction (Kress 1982). The social, the 
textual and the participatory are the three roles participants play in texts 
(Ventola 1979). The social roles are the shared meanings through which 
participants can enter stable and publicly recognized forms of interaction 
with each other. This kind of role is learned through the process of 
socialization and takes care of questions such as turn-taking, status, social 
distance and power. The textual roles refer to the roles played by the 
participants in producing the text, i. e. roles of hearers and speakers. The 
participatory roles refer to roles played by participants as far as initiation 




it is one of the main objectives of the current research to investigate the 
plausibility of the studies conducted in the area of genre. This investigation 
will include textual as well contextual aspects related to genre. In other 
words, it will put to the test the main features of genre, namely: the 
conventions and the constraints which control genre; the social occasions 
where genres occur; and the participants and the roles they play in genres. 
The research will raise the following set of questions: is structure the only 
kind of constraint which controls the notion of genre? Are there any other 
kinds of constraints which control genre and effect the final shape it takes? 
Are the structural constraints, or any other kind of constraints, equally 
visible., tangible and concrete in different genres? Is the social occasion a 
wide term in all genres? Do participants playing roles in different genres 
enjoy the same degree of freedom? In an attempt to answer all these 
questions and many other relevant ones, the research will widen the notion 
of genre by introducing the notion of genrelet. 
The term genrelet has first been introduced by Hatim (1993) who, Erom a 
translation point of view, argues that, at general levels, it is useful for the 
translator to be aware of the generic structures of the short story, the novel, 
the ballad, the academic article, the annual report, etc. 
But from the translator/interpreter point of view, there 
seems to be ample justification for focusing on more 
specific notions of genre. The grounds for doing this 
and in effect relegating other more general approaches 
to secondary place is simply to do with the fact that 
within, say, the short story or the academic article, 
we, as translators or interpreters, actually work with 
numerous kinds of generic structures and feel that 
these also qualify for the term, namely a form of 
expression conventionally. sanctioned as appropriate 
for a given social occasion. These genrelets, as I 
prefer to call them and the smaller they are the more 
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manageable and useful they prove to be, are formulations such as "the court will rise" or the 
auctioneer's rapid manner of bid acceptance. 
(Hatim 1993: 111) 
In the current research, a genrelet will be seen as a genre with extra 
characteristics and requirements. It is a genre that is recognized by a 
language community and that occurs in a Erequently repeated social 
occasion involving participants, their purposes and goals. However, this 
special kind of genre is highly conventionalised in the sense that it operates 
within language and structural constraints,, and it involves more specific 
social occasions, more specific topics, and more specific textual, 
participatory and social roles of participants. It will also be argued that 
working within the boundaries of genrelet, the text producer is much less 
creative and original than he is in the case of genre and the text receiver is 
much less free to reconstructa genrelet than a genre (see Chapter Two for 
details on genrelet). 
The marriage ceremony is a genrelet that is recognized by a language 
communIty and that occurs in a frequently repeated social occasion. This 
genrelet operates under structural constraints (existence of obligatory and 
optional elements9 sequencing of elements, recursion of elements) and 
language constraints (cliches and fixed expressions). It involves a specific 
social occasion and a specific topic (getting married). The social, the 
textual and the participatory roles of participants involved in that social 
occasion are specific in the sense that it is the genrelet which, to a large 
extent, decides how far the participants contribute to the making of the text, 
what kind of social relationships they develop, and who has to initiate the 
action or to respond to it. 
4 
Introduction 
The present thesis will attempt to prove that the clash between what is 
textual and what is contextual is more liable to occur in the case of genre 
than in the case of genrelet. This is due to the fact that the textual 
properties of a genrelet are more tangible and concrete than they are in the 
case of genre. These most evident textual properties make the contextual 
predictions of the genrelet receiver more reliable than those in the case of 
genre. Such a kind of reliability helps develop a kind of harmony between 
what is contextual and what is textual in the case of genrelet. 
The notion of intertextuality will be another point of focus in the present 
thesis (see Chapter Three). Intertextuality is the whole prior knowledge 
which is needed for any text in order to be meaningful. It is an obligatory 
operation which involves relating texts to their intertext, i. e. the other 
appropriate texts. It is only through relating texts to their mtertext that texts 
start to be interpretable as units of significance (Riffaterre 1984,1985, 
1990, Culler 1976, Fairclough 1992, Hatim & Mason 1990). 
The surface meaning intertextuality produces is not sufficient for a 
full understanding of the text. Through some clues, the text 
producer pushes the text receiver to reread the text in order to fmd 
out the new dimensions of the text that come from the outside. In 
the intertextual operation, the text is the text receiver's guide. 
Through the strong traces it displays, i. e. the particular specialized 
signs, the text guides the text receiver towards the specific relevant 
mtertext(s). Thus, these signs have two functions; they indicate the 
problem which cannot be solved unless the intertext is consulted, 
and they direct the text receiver to the place where best to look 
for 
the solution (Riffaterre 1990, Riffaterre in Morgan 1985, Riffaterre 
5 
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in Still & Worton 1990). The intertextual signs are characterized by 
being tangible elements in the text (Hatim & Mason 1990). 
In the intertextual operation, the words of others are reworked, redefined 
and modified, and the original text starts to be seen differently. The 
intertextual reference is never meant to be innocent or direct, but it rather 
changes the original in a way to suit the value systems of the producer of 
the influenced text. Thus, intertextuality has a motivated nature, and the 
text producer resorts to it in order to achieve his own purposes. Traversing 
the intertextual space, the intertextual sign modifies the set of values it 
carries in order to adjust to the new textual space it is going to occupy 
(Kristeva in Morgan 1985, Hatim. & Mason 1990, Bakhtin in Fairclough 
1992). 
To interpret a text which contains an intertextual reference, the text 
receiver should be no less creative than the text producer himself His main 
task is to fill in gaps which are left by the text producer and to resolve the 
contradictions of the text in question. In other words, his task is to play the 
role of the mediator between what the text reveals and what it hides. In 
order to carry out this task successfully, the text receiver has to be highly 
qualified as far as knowledge and competence are concerned. The lack of 
the minimum expected degree of knowledge and competence will result 
in 
inissing the intertextual reference and hence jeopardizing the overall 
meaning of the text. 
The two main types of intertextuality are the actual and the virtual. In 
actual intertextuality, reference is made to a specific text that must 
be 
known by the text producer. Quotation (Rusinko 1979, Morawski 1970), 




(Fairclough 1992) are the main kinds of actual intertextuality. In virtual 
intertextuality, on the other hand, the intertextual reference brings to the 
mind of the text receiver the knowledge of a whole genre, discourse or text 
type (Hatim & Mason 1990, Fairclough 1992, Beaugrande & Dressler 
198 1, Culler 1976). 
A very specific kind of relationship between genre and intertextuality will 
be given special attention in the current research. It is one of the most 
crucial objectives of the present thesis to illustrate how, through 
intertextual operations, genres are invoked. The research will focus on how 
a text belongs to a given genre and yet contains generic signals which 
invoke in the text receiver's mind another completely different genre (see 
Chapter Four). The case where a text belongs to a certain genre and 
reminds his receiver of that same genre would be of no interest to the 
present research, however. 
My point of departure will be Hatiln's two works (I 993,1994b) on the 
reconstruction of text and the modeling of context. Hatim's main claims are 
that 
One way of modelling context usefully is to see it in 
terms of all the other relevant prior texts which the 
various textual indices found in a given utterance 
conjure up for a given user in a given situation of 
use... The provenance of each of these prior texts thus 
becomes the site of some form of con-textual activity, 
the locale which must be 'revisited' if the linguistic 
item in question is to be processed adequately. This 
highly interactive sense of intertextuality is all- 
pervasive and may be located on any level of 
language (phonology, morphology, syntax or 
semanfics), and on any linguistic rank (word, phrase, 
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clause, text, discourse, or genre). 
(1993: 103-4) 
and that 
An overall picture emerges in which the framework of 
the communicative transaction is set and the 
utterances in question seen as particular instances of 
language use produced by a particular kind of user. 
But the area of use and user cannot be sealed off from 
another domain of context in which language is used 
for a purpose, a world of intentions that free users 
ftom being prisoners of this or that pre-ordamed 
register... For an adequate interpretation, however, 
aspects of context which go beyond local intentions 
will of necessity have been invoked. In other words, 
intentions remain local and impoverished unless and 
until placed within the wider context of interaction. 
(I 994b: 12-3) 
Interaction accrues when the language user's utterances are seen as 
signs which are cross-fertilised by intertextuality in a whole world 
of discourses (intended attitudinal meanings), genres 
(conventionalised social occasions) and texts (multiplicity of 
rhetorical purposes) (lbid). 
In the light of these two works, and based on the analysis of 
concrete texts belonging to different genres, namely editorials, 
critical shots (a genre normally used for criticizing governmental 
corruptions in the Arab world), greeting cards, advertisements and 
novels), I will study the phenomenon of genre occurring via 
mtertextuality. This study will illustrate how a text can show the 
existence of some inter/textual indices hijacked from a completely 
different genre. These generic signals can take place at the levels of 
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phonology, morphology, syntax, semantics, lexicon and/or structure 
and can be located at the rank of a word, a phrase, a sentence or a 
whole text. 
The current study, very carefully approaching this interesting particular 
kind of mitertextuality, will deal with how the intertextual operation 
functions in terms of both the text producer and the text receiver. In other 
words, the mitertextual operation involves the text producer with his 
manipulafive intentions to produce a subtle and hidden argwnent and to 
express an attitude on the one hand, and the text receiver with the tasks the 
operation leaves for him to carry out on the other hand. 
It will be argued that this intertextual. operation 
1) Invokes In the text receiver's mind the relevant genre as well as the 
original social occasion in which this genre normally occurs, the original 
participants who normally have goals and play roles in that genre, the 
original meanings associated with the genre, etc. 
2) Requires the existence of a competent text receiver who , in orderto 
process the mter/textual indices in the right way, has to visit the locations 
of all the other relevant prior texts and to see the context in tenns of all 
these pnor texts. 
3) involves register, pragmatics and semiotics In the sense that the 
language user, for the achievement of a more subtle and effective 
argument, manipulates specifications of register 
(the communicative 
dimension of context) in an attempt to do things with words (the pragmatic 
9 
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dimension of context) in the process of relaying an attitudinal meaning (the 
semiotic dimension of context). 
4) Violates fAj Gricean maxims of manner, quality, quantity and/or 
relation., and (B) the classification of text types into expository, 
argumentative, and instructional since the three text types could sometimes 
mtermingle. 
5) Entails changes in JAI the position of the sign from the static, where it 
originally occurs, to the dynamic, where it currently occurs, ýB) the 
function of the original hijacked genre, {C) the attitude of the producer of 
the original hijacked genre, (D) the social occasion within whose 
ftamework the original genre occurs, and IEI the textual, the social and the 
participatory roles of the original participants. 
Pointing the finger at the problem, the current research will attempt 
to find solutions as far as translation is concerned (see Chapter 
Five). The translator is a text receiver in the first place. His 
competence in both areas of genre and genrelet and his knowledge 
of a wide range of other texts are prerequisites for appreciating the 
intertextual operation and giving it its due in the process of 
transforming it into another language. This special case of genre via 
intertextuality is the case of the highly marked, the highly 
unpredictable and the highly motivated. It is an intellectual 
operation that is associated with enjoyment, and the target text 
receiver, as the source text receiver, is entitled to taste this 
enjoyment and to experience this intellectual exercise. He is 
entitled to read a target text which conveys all the dimensions of 
meaning of the source text. 
10 
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More often than not theories of translation leave the translator 
facing the problem with his hands tied. The literal versus the free 
approach (Larson 1984, Newmark 1988, Hervey & Higgins 1992, 
Costello 199 1) and the dynamic versus the formal equivalence 
approach (Nida 1964, Nida & Taber 1969) study text out of 
context. Adopting such approaches for solving the problem, the 
translator will end up translating words out of the context where 
they occur and jeopardizing the meaning of the text. Adopting the 
register approach (Halliday & Hasan 1985, Gregory & Carroll 
1978), the translator will end up matching a source language 
register with a target language register and forgetting about the 
pragmatic and the senuotic dimensions of the text. The same thing 
applies to adopting a pragmatic approach (Casagrande 1954), where 
the translator would be leaving out the communicative as well as 
the senuotic dimensions of context. 
The model which will be adopted in the current research is the 
pragina-senuotic one (Hatim & Mason's 1990, Hatim 1984,1992, 
1993) since it studies text in context and comprehensively covers, 
the three dimensions of context with no underestimation of any of 
them: 
The problem with register analysis... is that the 
insights which it affords into the communicative 
dimension of context, valuable as they are, are not in 
themselves sufficient... a further dimension of context 
can be distinguished. It is the pragmatic dimension 
which builds into the analysis values relating to the 
ability to 'do things with words. There is, however, a 
third dimension which we shall call semiotic- treating 
II 
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a communicative item, including its pragmatic value, 
as a sign within a system of signs. 
(Hatim & Mason 1990: 57) 
In the light of this view, 
Translation 
... primarily deals with signs and attempts to 
preserve semiotic, as well as other pragmatic and 
communicative, properties which signs display. 
(Ibid: 69) 
Based on the pragma-semiotic approach to translation, I will 
attempt to offer translations for all the data which will be analysed 
in this research. These translations will endeavour to preserve the 
pragmatic as well as the semiotic specifications of the generic 
mtertextual sign. This will be achieved either by translating the 
hijacked genre or by translating the attitude relayed through the 
intertextual hijacking if the genre is not translatable for one reason 
or another. 
The way the translator should approach genre will be studied in the 
current thesis. It will be argued that the source text is produced 
according to the generic conventions of the source language and the 
target text should be produced according to the generic conventions 
of the target language and the expectations of the target audience. 
In order to achieve this match between the target text and the target 
genre conventions, the translator will have first to analyse the 
source text from a structural and linguistic point of view, to know 
the intentions of the source text producer and to know the function 
of the source text. Then he will have to decide which of the source 
12 
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text features should be retained, which should be omitted, and 
which should be modified, and to translate the source text 
according to the conventions of the target language genre. This will 
engage him in doing the necessary modifications to the structure 
and/or the language of the source text. It will also be argued in the 
current research that the more conventionalised the genre of the 
target language the more the source text is liable to be exposed to 
modifications. 
The research will make it clear that the translator's freedom in doing 
the necessary modifications to the source text is limited, that the 
decisions he makes are ultimately controlled by generic, discoursal 
as well as textual constraints and that the function of the source text 
and its rhetorical purpose should by no means be affected by these 
modificafions. 
1.2. Aims of Research 
To conclude, the current research airas to bring various issues to 
light. It intends: 
1) To provide a comprehensive survey on the notion of genre by 
focusing on previous distinctions and studies conducted in the 
second half of the present century. 
2) To make up for the shortcomings of these studies by bringing 




3) To provide a comprehensive study of the notion of intertextuality 
and its main types, i. e. the actual and the virtual. ) 
in both English 
and Arabic. 
4) To concentrate on a specific kind of genre/genrelet via 
intertextuality, by offering a detailed study of this linguistic 
phenomenon and the intentions behind its usage. 
5) To provide evidence from concrete texts belonging to different 
genres, namely: advertisements, editorials, critical shots, greeting 
cards and novels, in an attempt to illustrate how this linguistic 
means is used, for what purposes, and what changes it entails. 
6) To attempt to provide the translator with a model of translation 
that shifts the focus from other models such as the literal vs. free, 
the formal vs. dynamic, the register analysis,, and the pragmatic 
approach, to a model that studies text in context taking into 
consideration the three contextual dimensions (register, pragmatic, 
semiotic). This in turn would proVide the translator with insights 
into how to deal with genre via intertextuality, the highly motivated 
usage of language. 
7) To attempt to provide the translator with insights into how to 
approach genre and genrelet and how, under generic, textual and 
discoursal constraints, to make the necessary structural and/or 
linguistic modifications to the source text in order to make the 
target text meet the conventions of the target genre/genrelet and the 
expectations of the target audience. 
14 
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1.3. Layout of Research 
The first chapter is the current one. It is concerned with guiding the 
reader through the thesis by providing him with the linguistic 
framework of the research, the alms of the research and the way the 
thesis as a whole is organized. 
The second chapter will fall into two main parts: a comprehensive review 
of the notion of genre and a detailed study of the notion of the genrelet. 
The first part will attempt to give various definitions of genre and to deal 
with its three main elements, that is, the conventionalised form, the 
repeated social occasion and the participants with their goals, aims and 
roles. Talking about genres as conventionalised forms will involve talking 
about structure and how it is seen to have limited flexibility in some genres 
and almost unlimited flexibility in others. The study of genre as occurring 
in a frequently repeated social occasion will show how the social occasion 
has an essential effect on the text. Two types of participants will be 
distinguished: the absent and the present participants. The textual, the 
participatory and the social roles the participants play in genre will be 
given special attention. 
The chapter will also include a section dedicated to discussing how 
different social beings are not equally competent to distinguish different 
genres. This will involve studying types of text receiver and types of genre 
as well as the reading position and the ability of the text receiver to get 
positioned in the reading position chosen for him by the text producer. 
issues such as the levels of genre, the textual and the contextual dimensions 
of genre and the relationship between genre and register will be tackled. 
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The chapter will also raise questions related to whether the understanding 
of texts depends on genre and whether genre restricts the creativity of the 
text producer. 
In the second part, the chapter will proceed to give a defiriftion of the 
notion of genrelet and the differences between a genre and a genrelet. 
These differences will concentrate on how a genrelet is produced under 
language and structural constraints, how the participants of a genrelet play 
more specific textual, participatory and social roles than the participants of 
a genre, how a genrelet often involves a more specific social occasion and 
topic, how a genrelet is more difficult to be reconstructed', and finally, how 
the textual properties are more evident and the contextual predictions are 
more reliable in the case of genrelet than in the case of genre. 
The third chapter will be also divided into two parts. In the first part, I will 
review the notion of intertextuality. This review will include various 
definitions of intertext and intertextuality. This will be followed by a 
section dealing with how text should be related to other appropriate texts 'in 
order to achieve a full understanding of that text and how the text producer, 
through some textual traces, obliges the text receiver to go through stages 
which have to do with forgetting about the surface meaning of the text, 
identi4ring the intertextual signals, hunting for the place where these 
signals come from, and finally, interpreting the current text in the light of 
the related intertext(s). 
The actual and the virtual are the two types of intertextual relations which 
will be considered in this chapter. In actual intertextuality, reference is 
made to a specific text. Under this type of intertextuality, I will study 
quotation, allusion and irony. In virtual mitertextuality, on the other hand, 
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reference is made to a whole genre, discourse or text type. These three 
kinds will be studied. This part will also take care of the question how 
intertextuality is used for manipulative purposes, how the words of others 
are reworked, how the original is interpreted, modified and redefined 
through the intertextual operation, and how in the process of the operation 
the intertextual signal starts to build up new values. 
The chapter, continuing along the same line, will illustrate how 
intertextuality requires a high degree of competence on the part of the text 
receiver who is seen to be as creative as the text producer when interpreting 
the intertextual reference. Seeing the relationship between the text, the text 
producer and the text receiver as elusive, the research will shed light on 
some questions related to whether the highly competent text receiver is 
able to recover all the meanings intended by the text producer, whether the 
text receiver's interpretation is always related to the text producer's 
meanings, and whether there are any limits to the text receiver's creativity 
in the interpretation of the text. The second part of this chapter will offer a 
review on intertextuality in Arabic rhetoric. This review will deal with both 
the actual as well as the virtual types of intertextuality as seen by Arabic 
rhetoricians a long time ago. 
The fourth chapter will be mainly concerned with a particular kind of genre 
via intertextuality where a generic intertextual signal takes the text receiver 
to a genre that is completely different from the one where the sign occurs. 
The chapter will demonstrate the levels on which the hijacked generic 
intertextual signals take place (phonology, morphology, syntax, semantics, 
lexicon and/or structure) and the ranks at which they can be located (a 
word, a phrase, a sentence or a whole text). The chapter will also bring to 
light how this intertextual operation involves the three dimensions of 
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context (register, pragmatics and semiotics) and how it is resorted to by the 
language user for relaying an attitude and achieving a more subtle and 
effective argument. 
The chapter will also shed light on the way the intertextual operation 
violates both Gricean maxims (manner, quality, quantity and/or relation) 
and the classificafion of text types into expository, argumentafive and 
instructional. The chapter will then move on to concentrate on the areas 
which are subjected to remolding in the process of the intertextual 
operation. These areas are the position of the sign (moving from the static 
to the dynamic), the function of the original genre, the attitude of the 
original text producer(s), the original social occasion, and finally, the 
textual, the social and the participatory roles of the original participants. 
Since most of the analysed data will be taken firom the genre of advertising, 
a review on the language of advertisements will be provided. This section 
will be followed by a translation point of view which will very briefly 
focus on the kind of translation adopted in translating all the examples 
analysed in this chapter. 
The rest of the chapter will be engaged in analysing the data taken from 
different genres (editorials, advertisements, critical shots, greeting cards 
and novels). An attempt will be made to identify the generic intertextual 
signals, to trace them to their natural habitat. ) to point out the 
level on 
which they occur and the rank at which they are placed, to show what 
kinds of violations they make as far as Gricean maxims and text typology 
are concerned, to demonstrate what changes they cause to the textual, 
participatory and social roles of the original participants, to 
find out what 
the functions and the purposes of these generic hijackings are, and, finally., 
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to attempt to offer a translation which takes care of the generic intertextual 
sign and the attitudinal, meaning conveyed by the intertextual operation. 
The fifth chapter will be basically concerned with translation 
theory. A review of traditional and modem approaches to 
translation (the literal vs. the free approach, the formal vs. the 
dynamic equivalence approach, the register approach, the pragmatic 
approach, the text typology approach, the pragma-serniotic 
approach) will be provided and their merits and/or demerits will be 
highlighted. From this review I shall proceed to illustrate how the 
pragma-serniotic model is the most appropriate to address the 
current problem since it comprehensively takes into consideration 
the three dimensions of context and engages in preserving the 
pragmatic and the serniotic aspects of the sign. 
This chapter will also deal with the translation of genre. It will be 
argued that the translator should first analyse the source text from a 
structural and linguistic point of view and should know the 
intentions of the source text producer and the rhetorical purpose of 
the source text. Having carried out the analysis, the translator 
should embark on deciding which of the source text features should 
be preserved, which should be omitted, and which should be 
modified. Then, he has to do the necessary structural and/or 
linguistic modifications in an attempt to make the target text look 
plausible as far as the generic conventions of the target language 
and the expectations of the target text receivers are concerned. In 
this chapter, it will be argued that the more conventionalised the 
genre is the more the structural and/or linguistic modifications will 
be needed and that the modifications that the translator inflicts on 
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the source text should be carried out under generic, textual and 
discoursal constraints and should not cause any changes whatsoever 
to the rhetorical purpose and the ftmction of the source text. 
The sixth chapter will be dedicated to the conclusions and the 
findings reached by the current research. 
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CHAPTER TWO 
GENRE -& GENRELET 
Genre & Genrelet 
2.0. Introduction 
The aims of the present chapter are twofold: it intends to present 1) a 
comprehensive literature review of the notion of genre and 2) a 
detailed study of my notion of genrelet. From the very beginning, 
defirUtions of genres and genrelet will be offered in an attempt to bring 
to light the basis on which distinctions between the two terms have 
been made. 
Under genre, the three main issues related to genre, i. e. genres as 
conventionalised forms; participants and their goals and ains in the 
interaction; and the social occasion in which the genre occ urs, will be 
given special attention. The study of genre will also cover issues such 
as genre and reading competence, types of text receiver, types of 
genre, and the way a text can be reconstructed according to the reading 
position of the text receiver. The levels of genre as well as its textual 
and contextual dimensions will be focused on. The relationship 
between genre and register will be tackled. The present chapter will 
also take care of the questions, whether text understanding depends'-on 
genre and whether creativity is restricted to some genres or achieved 
through inventing new genres. 
The section on genrelet will deal with most of the points raised in the 
section on genre but from a genrelet point of view. An attempt will be 
made to argue that a genrelet is produced under structure as well as 
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language constraints and that most of the time it involves more specific 
social occasions and more fixed textual, participatory and social roles 
of participants. It will also be argued that the text producer is less 
creative in the case of genrelet than in the case of genre, that the 
reconstruction of a genrelet is more difficult than the reconstruction of 
a genre, and finally that the textual properties are more concrete and 
the contextual predictions are more reliable in the case of genrelet than 
in the case of genre. 
2.1. Definitions of Genre & Genrelet 
Kress (1982) argues that language learning is learning one of the most 
developed rule-systems. Every utterance that an individual makes is 
built on rules. The use of utterances is governed by rules as well. 
These rules impose constraints on what may or may not be said and 
where it- may or may not be said. This means that learning a language 
seems very much the same as learning a cliche. This also applies to the 
learning of genres: 
The learning of genre is ... 
intimately linked with the 
codification of knowledge in a society, and with modes 
of organizing. and communicating information to others. 
This represents a vast convenience to society and no 
doubt to individuals. If our modes of establishing, 
encoding, organizing and transmitting knowledge 
differed markedly Erorn individual to individual, there is 
no doubt that society would be quite different, and 
probably far less efficient. However, it is 
important to 
recognize, first, that the genres have this constraining 
22 
Genre & Genrelet 
effect and, second, that they are conventions. 
(Kress 1982: 123-4) 
In every society there is a wide network of conventions which seem to 
be arbitrary if they are considered in isolation but are not if they are 
considered within the context of a particular society. These 
conventions have to do with the textual as well as the contextual 
imensions of genre. 
The contextual dimension of genre has to do with genre's ideological 
and cognitive content. In other words, every genre has a specific 
content that is independent of its overt message. It has something to 
say about the lines of communication in a given organisation, about 
the power and the way this power is distributed, about the hierarchical 
position of the receiver and the producer, etc. In order to become 
expert in genre, one has fully to accept and appreciate these contents 
and the institution itself on the one hand and the genenc textual 
conventions on the other. This means that neither text nor context 
should be underestimated and that both of them contribute to the 
making of genre. The textual and the contextual dimensions of genre 
will be discussed later on in the currentchapter. 
Genre is defined by Kress (1990: 90) as 
... a category which explains 
conventionalized and 
conventionally available textual forms... in terms of 
contingent structurings of social occasions, the 
organization of social participants, and their purposes 
and intentions. Hence, genres are always seen as the 
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linguistic products of particular social occasions, 
encoding the social organization, structures, etc. of that 
occasion. 
Genre is also defined by Kress (1988a: 182-3) as 
... A kind of text that derives its form from the structure 
of a (frequently repeated) social occasion., with its 
characteristic participants and their purposes. ' Because 
such texts are often repeated, the form takes on (the 
appearance of) a certain autonomy as a merely formal 
category. 
Thus, social occasions, participants, their intentions and their purposes 
are some of the most crucial elements in the definition of genre. The 
unportance of the participants and their 
Sell (1991: 17) who considers genre as 
purposes is also echoed by 
. Ahe expression of a general need of a particular people during a certain period or of mankind in a certain phase 
of development. 
Genres are defined by Hatim & Mason (1990: 69) as the 
... 'conventionalised forms of texts' which reflect the functions and goals involved in particular social 
occasions as. well as the purposes of the participants in 
them... From a socio-semiotic point of view., this 
particular use of language is best viewed in terms of 
non-ns which are internalised as pan of the ability to 
communicate. 
Genre is called text variety by Reiss (1981) 
following way (lbid: 126): 
She defmes it in the 
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... the classification of a given text according to 
specifically structured socio-cultural patterns of 
communication belonging to specific language 
communities. 
Dundley-Evans (1986: 129) quotes Swales (1985) in the following 
definition of genre: 
a. A genre is a recognised communicative event with a 
shared public purpose and with aims mutually 
understood by the participants within that event. 
b. A genre is within variable degrees of Ereedom a 
structural and standardised communicative event with 
constraints on allowable contributions in terms of their 
positioning, form and intent. 
We can summarise ftom these definitions that 1) genre is a 
conventionalised form recognised by a language community, 2) it 
occurs in a frequently repeated social occasion, and 3) it involves 
participants with their intentions and purposes. Later on in the present 
chapter, these three main features will be carefully studied with regard 
both to genre and genrelet. 
Before going into more detail on genre, it is appropriate at this early 
stage to offer a brief definition of the notion of genrelet (as I call it 
following Hatim. 1993), so that the reader will find it easier to know 
the basis on which the distinction between genre and genrelet has been 
made in the current research. A genrelet is a genre recognised by a 
language community and occurs in a repeated social occasion with its 
participants, their purposes and goals. However, the difference 
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between a genre and a genrelet is that a genrelet is highly 
conventionalised in the sense that it involves more specific social 
occasions, more specific topics, more specific roles of participants 
(textual, social and participatory) on the one hand, and that it operates 
within constraints imposed by structure as well as language on the 
other hand. 
marriage ceremony, for example, is a genrelet which is recognised 
by a language community. It occurs in a repeated social occasion and 
it involves participants (minister, bride, bridegroom, etc. ) with their 
purposes and goals. This genrelet involves a specific social occasion 
which does not show more than one instance of occurrence. The topic 
of this genrelet is always "getting married". The participants involved 
have specific roles to play III the sense that they are not really free to 
go beyond the boundaries of the roles dictated by the genrelet. The 
marriage ceremony genrelet operates Within constraints dictated by 
structure (obligatory elements, sequence of elements, etc. ) as well as 
by language (fixed linguistic expressions or cliches). 
2.2. The Notion of Genre 
2.2.1. Genres as Conventionalised Forms 
9 
Structure has always been the focus of genre theories. It has been 
considered as one of the most crucial grounds for the classification of 
genres. In the following, I show what structure means to some genre 
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theorists and how some theorists look at structure as being of limited 
flexibility as far as the existence and the sequence of elements are 
concerned,, while others look at it as being of almost unliTnIted 
flexibility. This will be followed by a commentary dealing with the 
gap that is left unbridged due to th e fact that the cases where structure 
occurs with almost no flexibility at all have, most of the time, been 
overlooked by genre theorists. 
Structure is the internal relationships through which the elements of a 
given text are organised. Thus, structural analysis involves discovering 
the significant elements and their order ( Johnson 1975). 
Ghadessy (1983) argues that in all languages there is a right way and a 
wrong way to put an argument. Sentences cannot be strung together at 
random but are organised according to patterns of discourse which are 
unconsciously known by the language user. 
Genres differ in having different goals and in being structured 
differently to achieve these goals. Structure shows the stages through 
which we go to achieve our goals through language. Failure to 
recognise the structure of a given genre in a given culture is the result 
of lack of experience in this culture rather than of intelligence 
(Rothery 1985). 
According to Kress (1982: 98) 
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The structure is so much a part of the whole that it 
remains invisible to the reader, seeming to be the natural 
way of saying things. Only when it is disrupted in some 
way does the structure itself become noticed, in its 
malfunction or even in its absence. 
Thus, there is a norm for the way a text should be structured. This 
norm is taken for granted by the language user to the degree that it is 
not really noticed unless a sort of deviation occurs. The deviation takes 
place when the text producer ignores the structural conventions of a 
given genre by applying an unexpected structure to the text, by 
ignonng some of the important elements of the structure or by adding 
some unexpected ones. This deviation could occur due to the text 
producer's intentions to add extra meanings to the text or simply due to 
his ignorance of the structure in which he should produce the text. 
2.2.1.1. Structure with Limited Flexibility 
DIscussMg the informational structure of letters to the editor, 
Ghadessy (1983) argues that situation, problem, solution and 
evaluation is the preferred sequence of elements in that genre. He 
maintains that this sequence is by no means rigid and that there is a 
sort of flexibility of elements, this being, however, within limits. This 
view is also adopted by Scott (1969) who argues that riddles consist of 
two main elements, namely the proposition, which in turn consists of 
topic and comment, and the answer. He emphasises that the structure 
of this genre is relatively stable. 
28 
Genre & Genrelet 
Winter (1976) maintains that if the producer of technical articles and 
reports wants to communicate adequately he has to follow the 
information structure of the genre, although he admits that this 
information structure is flexible within limits. The preferred sequence 
should be followed as far as possible in order to constitute the 
adequate message in the most appropriate sequence for the text 
producer's particular audience and purposes. 
According to Dijk (1985), within one and the same genre there occur 
some elements in fixed positions and others in relatively Eree 
positions. Each type of text schemata, i. e. the overall form of the 
discourse, has a fixed and conventional nature. This nature is 
culturally vanable. From Dijk's discussion of the structural elements in 
news reports, we understand that elements such as headlines occur in a 
fixed position while others, such as the history element, occupy a 
relatively non-fixed position. Dijk is referring here to the fact that 
there are some rules which are fairly strict while others are not very 
strict and have an optional nature. Thus, order and existence of 
elements are sometimes a matter of preference which differs from one 
culture to another, from one newspaper to another and from one text 
producer to another. 
f 2.2.1.2. Structure with almost Unlimited Flexibi ity 
Viewing structure as being flexible to a limited extent has not been 
shared by all genre theorists, however. For there are some other genre 
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theorists who believe that structure is flexible to an almost unlimited 
extent. Ventola (1983a) points out that the structure which is 
recognised in a text represents this text as a member of a given 
particular genre. This structure contains obligatory as well as optional 
elements. However, genres should no longer be defined according to 
the obligatory elements. 
In her discussion about the casual conversation as genre, Ventola 
(1979) emphasises that it is not always necessary for this genre to be 
fully developed. Her main claim (1984) is that even when some 
obligatory elements are not realised in a given text, it does not effect 
the fact that this text is an instance of a given genre. Slight differences 
in tenor (social distance, is it friend to friend or stranger to stranger? ) 
and mode (degree of sociability, is it mere social contact or a high 
degree of social involvement? ) would cause changes in the structure 
potential of the text but not necessarily in its generic membership. The 
element's being optional or obligatory is decided by the situation, the 
overall purpose of the interaction and the degree of social distance 
between interactants, i. e. minimal or maximal degree. This means that 
what is opfional. in one situation could be obligatory in another. The 
occurrence of the elements could be culture-bound, situation-bound or 
even idiosyncrafic. This is because every language user has continuous 
scales of patterns and items from which he could choose what is 
suitable for every type of situation. Every participant may develop the 
interaction according to his reasons for choosing the structural 
elements, keeping in mind the certain situation. 
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Ventola, (1983a, 1983b) advocates the flow chart form for representing 
schematic structures. She (1983b: 245) claims that 
A flow chart functions as a tactic pattern for realizing 
individual texts by showing the interactive development 
as choices of various paths, without, however, neglecting 
the thematic development in texts from the content point 
of View. It shows the structural elements in texts 
belonging to the same register, but leaves the 
sequencing, optionality, and recursion to be taken care of 
by the individual participants In actual situations. 
In this form, every element is realised by both participants. There are 
two centre lines, one for each participant role. These lines lead 
downwards. There are locations along the social process where an 
element could be realised. At such locations we have decisions and 
work which are set for the participants. The element is realised in the 
text the moment the participants perform the work that is assigned to 
them. This performance of work could be either verbal or non-verbal. 
The paths of participants could sometimes meet when a joint decision 
is taken by both participants regarding the progression of the 
interaction. However, independent decisions have to be made about 
the creation of the social process. At this time, interactants would side- 
track by choosing the paths which lead away firom the centre line of 
this social process. At some points, the social process can proceed 
only if relevant decisions are taken by both participants. What a 
participant will either do or say could be dependent on the decision 
that is taken or the work that is performed by the other participant. The 
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participants have to give signals to each other when they are ready to 
move to the next element. 
In the flow chart form we should know why, how and when the 
participants choose the paths they choose in the realisation of the texts 
which belong to the genre in question. Answers for such questions 
would involve looking at the situational and cultural contexts. This 
form advocates the fact that not every instance of the face-to-face co- 
operative genres necessarily share all and the same elements. The 
choice of paths that the participants take during the development of the 
social process decides the elements that will be realised in a given text. 
Moreover., field, tenor and mode account for the existence of elements 
which are not recognised in the general patterning of the genre. In a 
or example are service encounter genre, differences in field f 
responsible for the existence of the element "booking" in a travel 
agency text. Differences in tenor Tay involve an element that concerns 
the weather, the family, etc. In this view, we can have texts which are 
structurally unique but belonging to the same genre. 
Thus, the scale of delicacy which Ventola (1984) sets deals with the 
question of a text always belonging to the same genre even though it 
shows variations in the realisation of the elements of the genre. 
Greetings and good-byes could occur in any kind of face-to-face 
encounter, while an element like booking or posting only occurs in 
texts as very delicate choices in service encounters of the travel agency 
and post office. Not all texts of the same genre should reach the same 
level of delicacy. Even the two sentences "can I help you? No thanks" 
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are considered to be an instance of the service encounter genre. This 
means that texts such as those of the post office, shop and travel 
agency are considered to be instances of the same genre, but as the 
delicacy increases they come to be considered as separate sub-genres 
of the service encounter genre. On the least delicate level, these sub- 
genres share certain elements. Some elements could occur in one 
instance of the genre, others do not. The elements of a sub-genre could 
be generated by side-programming. A decision should be made 
whether a given sub-generic element is applicable or not. If it is 
applicable the participant would step out of the main social process 
and enter a side-programme or even enter an element which represents 
a completely different genre. 
This question of sub-genres has also been touched upon by Ryan 
(1979) who argues that when two genres have a common set of rules 
but one has additional requirements then it is considered as a sub- 
genre of the other. The differentiation of genres into sub-genres is 
unlimited in the sense that we need to add one obligatory rule to each 
codified genre in order to have a sub-genre. 
Ventola (1984) not only underestimates the theory of obligatory and 
optional elements but she also makes the sequencing of these elements 
a questionable matter, claiming that even-the sequence of elements is 
not always the same in all instances of the same genre. She maintains 
that because all the elements of the service encounter genres are 
products of the co-operativeness of participants, the sequencing of 
elements in that genre is not rigid at all, as her data proves. 
33 
Genre & Genrelet 
Participants could be repeating every stage of the social process except 
very few parts such as the hellos and the good-byes. 
2.2.1.3. Comments 
While genre theorists concentrate on two types of genre, that is, those 
with limited flexibility of structure (e. g. news report) and those with 
almost unlimited flexibility of structure (e. g. service encounter), they 
overlook the fact that there exists a third type of genre where the text 
producer hardly has the chance to get out of the confines of the 
structural pattern dictated by the genre and where almost all elements 
are obligatory, appearing in a highly predictable sequence. In a Syrian 
wedding Invitation card, for example, we see that the sequencing of 
elements is sacred. The elements appear as follows: 1) a Quranic verse 
relevant to the occasion, 2) 'the name of the inviting people, 3) the 
invitation and the reason for the invitation,, 4) the names of the bride 
and the bridegroom, 5) the time of the wedding party, 6) the place of 
the wedding party, 7) a general expression welcoming people, 8) a 
phone number in case of any non-acceptance of the invitation, and 9) a 
note saying that children are not invited. In this genre, the sequence of 
elements is fixed. .. 
It is what I call a cliched structure. Moreover, all 
elements, apart from the last one, are absolutely obligatory and they 
must all be there in any text that belongs to this genre, otherwise the 
text would be frowned upon and would be regarded as a deviation 
firom the norm of this genre. Thus, a free sequencing of elements 
applies to a flexible genre, such as the service encounter for example, 
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but not to a genrelet such as the Syrian wedding invitation card where 
stricter sequencing is required. 
A good example from English would be the spoonenstic conundrums 
where the sequencing is as rigid as that in the wedding invitation card 
and where all elements are obligatory. Here we have the first element 
as a question (what's the difference between.... and ... ) and then comes 
the answer (e. g. What's the difference between a lawyer and an angry 
hen? An angry hen clucks defiance). It is clear here that there is no 
chance whatsoever for any changes III the position of elements. The 
text producer is not really allowed to skip forwards or backwards. 
Moreover, there is a very poor chance for recursion of anyelement. 
Ventola's argument that what is obligatory or optional *in one instance 
of genre does not have to be -so in another instance is not viable in the 
case of the most conventionalised genres, i. e. genrelets. First, not all 
genres occur in different situations. A wedding ceremony, for 
example, is a genrelet that would have only one instance of 
occurrence. Second, in the case of genrelet, as argued earlier, most of 
the elements are obligatory and have to be there in all instances, if the 
genrelet exhibits more than one instance. The absence of some 
obligatory elements in a wedding ceremony genrelet would render the 
text a non-text or an incomplete text, or result in the text being 
frowned upon and considered a deviation from the norm. 
Ventola seems to give participants an almost unlimited freedom in 
developing the interaction. According to her, the changing of elements 
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can be caused by the participants with the decisions they make and the 
paths they choose, and by changes in field, tenor, and mode. In the 
case of genrelet, both causes of change could be somehow refuted. 
Participants are not as free as Ventola claims but rather controlled to a 
large extent by more specific roles dictated by the genrelet itself The 
degree of Interactivity of participants is more or less specified by the 
genreletl i. e. participants are as interactive as the genrelet allows them 
to be. The priest on the one hand and the bride and the bridegroom on 
the other are some of the participants of the wedding ceremony 
genrelet. These participants have one specific purpose to achieve, that 
is, marriage. Thus, they go directly to fulfilling their purpose within 
the conditions and rules dictated by the genrelet. In such a genrelet, 
there is no chance to make independent decisions and to side-track. 
Moreover, there is no chance for changes in the field. The genrelet and 
the topic are one and the same, that is, marriage. Thus, the field should 
be consistent. The tenor!, that is, the kind of relationship between 
participants, should be stable as well in the sense that the relationship 
should be formal when the ceremony is taking place even if there is 
another kind of relationship between the participants outside the 
occasion, an informal relationship for example. The mode is expected 
to be stable as well. Moreover, the time dedicated to the occasion, 
among the other restrictions dictated by this genrelet, has its own 
effects on the freedom of the participants and variations in field and 
tenor. 
So far, I have offered a detailed study of the first main element of 
genre which has to do with form. In the following section, I shall 
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study the second main element of genre, that is, the social occasion. I 
shall deal with questions related to how the social occasion affects the 
form of the text, how some social occasions are expected to be 
associated with some sort of linguistic behaviour and finally how the 
topic could be predicted in some situations. 
2.2.2. Genre & the Social Occasion 
The social occasion of which a given text is a part has an essential 
effect on that text. The purpose and the goals of the participants as 
well as the characteristic features and structures of these situations 
have very important effects on the form of the texts which are 
constructed in these social occasions. The social occasion in which 
people interact and the social relations which people contract are 
conventionallsed and structured according to the kind of situation. A 
wide range of social occasions appear, starting from the entirely 
formulaic and ritualised to the less formulaic and ritualised. It is the 
structure and the forms of the conventionalised occasions which 
signify the functions and the purposes of participants as well as the 
goals of the occasion (Kress 1985). 
The situation is seen as the set of the culturally labelled activities that 
are not directly related to linguistic activity that goes in a certain 
culture (weddings, cocktail parties, etc. ). Some kinds of linguistic 
behaviour are expected, but they might and might not occur. In some 
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situations, the fact that they do not occur could be of great concern 
(Preston 1986). 
Topics, genres, distances, etc. can be predicted in some situations. One 
topic could occupy some or all the duration of situation. Thus , in one 
situation there might be major topic(s) in addition to other secondary 
topics. Some situations could completely predict the topic, such as in a 
wedding where the topic is getting married, other situations do not. An 
example, of the latter would be business meetings. A differentiation 
should be made between two kinds of genre according to the situation 
where they occur. The first kind is coterminous with the beginning and 
the end of the situation, such as in the case of conversations. In the 
second kind, however, genre has nothing to do with the beginning and 
the end of the situation, such as in the case of jokes (Preston 1986). 
Preston is contradicting himself by arguing that situations are not 
associated with linguistic activities, then claiming that the absence of 
some expected linguistic behaviour could cause great concern in some 
situations. One of the areas where genres really differ is the textual 
area. While the most conventionalised genres, i. e. genrelets, are 
associated with highly predictable textual activities, the less 
conventionalised ones are not. This means that the textual property is 
much more concrete in a genrelet like the auction than in a genre like 
the editorial or the novel. In an auction, for example, the sentence 
"going, going., gone" is very predictable, to the degree that it becomes 
a sort of cliche or fixed expression associated with this social occasion 
and with this genrelet and does not happen to appear elsewhere. 
A 
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clich6 like it which is a sort of welcoming 
expression, is very much associated with the Syrian wedding invitation 
card genrelet, to the degree that it can hardly be imagined that itwould 
occur in any other genre. 
In the most conventionalised genres (genrelets), and contrary to the 
less conventionalised ones (genres), there is always a significant 
chance for a sort of matching between what the genre is about (i. e. the 
topic) and the title of the genre itself. In genrelets, the topic. could, 
more often than not, be easily predicted while this is not always the 
case in the less conventionalised genres. A text receiver cannot predict 
what a novel,, an editorial', a letter to the editor, etc. could be about 
since they could be about anything on earth. On the other hand, topics 
of genrelets could, most of the time, be easily predicted. A wedding 
ceremony is about marriage, an auction about selling, a wedding 
invitation card invites people to weddings, death announcements 
announce the death of somebody, etc. This makes me conclude that 
even the contextual properties of genrelet are more reliable than those 
of genre, m the sense that they provide the text receiver with some 
predictions which are, most of the time, realised in the text. This 
means that, in the case of genrelet, there is a low chance of clashes 
between the contextual predictions made by the text receiver and the 
textual properties of the text. 
In the following section, I shall move on to the last main element of 
genre, that is, the participants. Two types of participants will be 
distinguished, namely the present and the absent participants. The 
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goals and purposes of participants in addition to the roles of 
participants will be studied. Three kinds of roles (social, participatory 
and textual) will be subjected to a detailed study. 
2.2-3. Genre & the Participants 
2.2.3.1. Types of Participants 
The present and the absent are the two main kinds of participants. In 
the spoken form, the immediate presence of audience, whether one 
person or more, is there contrary to the written form. This results in a 
number of consequences which ultimately have their effects on the 
structure of both the written and the spoken forms. Speech takes place 
in interaction with another speaker. In this interaction, all speakers 
contribute to the creation of thetext. 
In the spoken language, the addresser knows the addressee and 
structures the language, taking into consideration the addressee, his 
knowledge of the topic under question, his responsiveness in the 
interaction, etc. In other words, the language that is used in a spoken 
text must be addressed to one certain audience in order to be effective 
(Kress 1982). 
Absent participants, on the other hand, are associated with written 
texts. Kress (1982) argues that in written texts there is no physical 
presence of the addressee. This results in language not being generated 
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in interaction and in the text being produced by one person, that is, the 
writer. The audience is rarely known to the text producer who does not 
have any control whatsoever on who would read the text and whether 
the text is explicit enough or not. However, this by no means indicates 
that readers are passive, for the simple reason that they do contribute 
to the meaning of the text by reconstructing the text with different 
degrees of subversion. The question of the reconstruction of text will 
be dealt with in a more detailed manner later on in this chapter. 
2.2.3.2. Goals & Roles of Participants 
The purpose of interaction is the reason for talk by the participants in a 
given interaction. It is the intention of the participants M the 
interaction. The goal of the participants has to do with what the 
participants hope for from the interaction (Preston 1986). These 
purposes and goals, according to Kress (1985: 19), have their own 
effects on the form of the texts: 
The social occasions of which texts are a part have a 
fundamentally important effect on texts. The 
characteristic features and structures of those situations, 
the purposes of the participants, the goals of the 
participants all have their effects on the form of the texts 
which are constructed in those situations. 
Preston (1986) argues that the ascribed (old, young, black, male, etc. ) 
and the acquired are the two major categories of the characteristics of 
participants. The acquired characteristics are seen to be aspects of 
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interaction. Role is one of the most important acquired characterisfics. 
It is taken by Preston (1986: 14) as 
... those largely socially conditioned and identified 
aspects of behaviour which can best be thought of as 'being an X. 
Ventola (1979) distinguishes the social, the textual and the 
participatory as the participants' three types of role in spoken texts. fn 
the following, I offer a detailed description of her view of these roles 
trying to argue that these roles 1) exist in both written and spokentexts 
but with different degrees of importance and 2) appear to be much 
more stable in the case of the genrelet than in the case of genre. 
1. The Social Role 
The social role is a group of shared meanings through which 
participants are capable of entering stable as well as publicly 
recognised forms of interaction with each other. These social roles 
are learned through the process of socialisation. In most situations, we 
should be capable of indicating social roles for certain speech forms 
because the roles are the factors which organise and create the 
meanings as well as the transmission and the reception of these 
meanings. However, in a communicative situation, a person normally 
has many social roles. Participants in social situations are required to 
behave in a certain way in one setting and in a different way III another 
setting. We might have several social roles at one and the same time. 
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One of the social roles, however, has to dominate in a given 
interaction. This dominant social role determines what kind of speech 
a participant uses in a certain social setting. A social role could be 
hierarchic, such as in the case of the teacher and the pupil, and non- 
hierarchic, such as in friend-friend or stranger- stranger cases (Ventola 
1979). 
Under the social role, questions such as turn-taking, status, social 
distance and power are normally studied. According to Kress (1982), 
the nature of the interaction basically depends on at least two things: 
the status and the power of the participants taking place in the 
interaction on the one hand, and the kind of interaction in which the 
participants are involved on the other hand. Differences in power are 
determined by both discourse and genre. Kress (1985) argues that 
sometimes not all participants enjoy the same degree of power in a 
given genre. In fact, the most powerful participant controls and shapes 
the text and has the speaking-rights. In other words, the kind of 
interaction distributes speaking-rights in an unequal way. Tum-taking 
decisions differ from one genre to another. In a classroom lesson text, 
for example, turn-taking is decided by the teacher, while it is decided 
by the interviewer in an interview. In spoken as well as in written 
texts, language would be affected by differences in power and status 
of participants. 
Distance, according to Preston (1986), has to do with the degree of 
formality,, and the tone of interaction has to do with the degree of 
seriousness which ranges from the very serious to the completely 
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flippant. Ventola (1979) claims that the social distance between 
participants influences the choice of initial structural element as well 
as the organisation of the informational content in the genre of casual 
conversation. She argues that casual conversations are started and 
handled more easily between friends since they have background 
information about each other's attitudes, points of view and interests. 
Ventola is suggesting here that in different incidences of one and the 
same genre, the casual conversation for example, social distance is not 
necessarily the same. Although this claim may apply to a genre like 
casual conversation, I do not think it does to my notion of the genrelet. 
A social distance would often exhibit a higher degree of stability in a 
genrelet than in a genre. The level of formality or informality tends to 
show more or less stability In all incidences of a Syrian death notice, a 
Syrian wedding invitation card, a presidential vow, a wedding 
ceremony, etc. 
11. The Textual Role 
The textual roles refer to the roles which are needed in the making 
of the teA namely those roles of hearer and speaker. In some genres, 
casual conversation for example, these roles are important in turn- 
taking and interchangeable in the sense that both participants act out 
both roles (Ventola 1979). 
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Ventola is implying here that only participants in spoken texts 
contribute to the meanings of texts. This means that the producer of 
the written text is the only participant who contributes to the meaning 
of the text. This assumption is questionable, however, for the simple 
reason that the receiver of the written text also contributes, though not 
as much as the text producer does, to the meaning of the text by the 
contextual knowledge he brings along with him to the text and on 
which he depends in his interpretation and reconstruction of the text. 
Moreover, Ventola seems to overlook the fact that the actual 
participants are not the only contributors to the meaning of the text. 
Texts are not only created by participants who happen to be physically 
there in the actual context but also by some unknown factors which 
have helped in the creation of the text throughout the years. These 
unknown factors, which could be a whole society in a given period of 
time, are much clearer and more tangible in the case of genrelets than 
in that of genres. In a wedding ceremony, for example, we cannot 
really claim that the minister, the bride and the bridegroom are the 
only participants who take roles in the creation of the text. There are 
rules and conventions controlling the participants' textual 
contribufions, guiding them and influencing the structure as well as 
language. These are what I call "socially pre-made textual 
contributions". 
111. The Participatory Role 
As for the participatory roles, Ventola (1979) argues that they refer to 
those of initiators and respondents. The initiator begins the mteraction 
45 
Genre & Genrelet 
while the respondent gives an answer to the move of the initiator. She 
(1984) claims that all the elements in the service encounter genre are 
the product of co-operation of participants. One participant initiates an 
action realised in an element and another participant completes it. 
Parts of the elements in this genre could be realised non-verbally. 
There are many linguistic acts which fimction as a second part of 
imfiating acts which are non-linguistic (e. g. the thank you is a second 
linguistic part of handing over goods which is an initiating non- 
linguistic act). Thus the element "goods handover" is realised by both 
verbal and non-verbal actions. The non-linguistic realisation of this 
element seems to be even more important than the linguistic one. 
In my opinion, participatory roles are stable in the written text since 
the text producer is always the initiator and the text receiver the 
respondent. The text receiver is the respondent in the sense that he is 
expected by the text producer to receive the message conveyed to him 
and to react accordingly. The degree of being a good respondent 
depends to a great extent on the text receiver's being well positioned in 
the genre. This means that the three kinds of participant's roles are 
there in both the verbal and the written texts, with the difference that 
the text producer is the most influential participant in written texts 
while this matter is relative in the case of verbal texts. 
2.2.4. Genre & Reading Competence 
In this section, I discuss how social beings have a different social 
placing, different histories, different experiences of language, texts 
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and social occasions and hence how they are not equally competent to 
distinguish and to use different genres. As far as reading competence 
is concerned, three main types of reader will be distinguished, namely 
the naive, the sophisticated and the super readers. A range of genres 
starting from the highly fon-nulaic and ending with the highly 
unformulaic will be dealt with. The question of how the text producer 
should produce a reading position where the text seems unproblematic 
to the text receiver and how the text receiver might resist the reading 
position imposed on him and reconstruct, within certain limits, the text 
in a different form will be studied. 
2.2.4.1. Individuals' Different Histories 
Although social beings have a lot in common yet they have a different 
social placing and are divided by differences in any specific instance 
and on any given occasion. These differences take a linguistic form. 
Every individual's discursive history is unique no matter how his 
personal and social history is similar to the others'. The individual's 
experience of language is his experience of texts. The resources of 
language in a text are always organised in systematic ways which are 
derived from the structures of the social occasions in which texts are 
originated. This means that the individual's knowledge is his 
knowledge of all the texts he has experienced and the social settings 
where he experienced the texts as a participant (reader/hearer or 
writer/speaker) in particular roles given to him in these texts. The 
individual's knowledge of language is a partial one in the sense that it 
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differs from one individual to another not on the grounds of 
individualistic characteristics but rather on the ground of social factors 
(Kress 1985). 
2.2.4.2. Types of Text Receiver 
Not all members of a speech community are equally able to distinguish 
and use texts of different genres. As a matter of fact, there are no two 
readers with the same competence consisting of the same set of rules 
(Ryan 1979). 
Kent (1985) argues that a certain degree of reading sophistication is 
required for comprehending the convention of genre. In his 
classification of readers, Kent proposes three main types of readers, 
namely the naive, the sophisticated and the super readers. Inbetween 
the naive and the sophisticated readers there exists a number of readers 
with different degrees of reading competence. 
Due -to his inability to intemalise the generic conventions of any given 
genre, the naive reader sees any text as being unpredictable and 
uncertain. His poor knowledge of both the synchronic and the 
diachronic, or in other words the textual and the contextual, 
dimensions of the genre makes him unable to identify the generic 
membership of a given text and consequently unable to interpret the 
text. On the other hand, the sophisticated reader is the one who is able 
to identify the conventions of a very large number of genres due to his 
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rich knowledge of the textual as well as the contextual dimensions of 
the genre. This knowledge is considered a great help to him in the 
interpretation of the text. The super reader is the one who is able to 
identify the conventions of any genre whatsoever (Kent 1985). 
2.2.4.3. Types of Genre 
Kent (1985) offers a classification of genre that is not based on the 
content but rather on the generic structure of the text. He sets a 
spectrum where the range of genre corresponds to the generic 
expectations of the competent reader and not to those of the naive. The 
response of the naive reader could not be taken as a standard response 
in this classification since he would respond to almost any text as 
being new. As a matter of fact, a text which seems to be highly 
predictable to the competent reader seems to be highly unpredictable, 
unformulaic and informative to the naive reader. This is because the 
latter has not internalised the conventions of the genre. 
At one extreme of Kent's spectrum, there lies the highly predictable 
and formulaic text which matches the competent reader's generic 
expectations. This type of genre is theoretical. The competent reader 
would know the conventions of that genre and what the text is trying 
to communicate. The text would be repeating the same story with no 
new information conveyed. At the other extreme, there lies the highly 
unpredictable, unformulaic and uncertain text which violates the 
competent reader's generic expectations. This is a sort of theoretical 
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super-genre which corresponds with the theoretical super-reader. The 
super-genre cannot be classified generically since it always de-forms 
the textual generic conventions on which the competent reader 
depends for identifying the generic membership of a given text. It 
cannot be interpreted since in such a text there is much uncertainty and 
little redundancy. The text would be moving from one kind of generic 
conventions to another, making the competent reader unable to 
identify the generic membership. The information conveyed is almost 
zero in such a text. Between the two kinds of genre there lie genres 
with different degrees of uncertainty. 
2.2.4.4. Reconstruction of Text & Reading Position 
The main task of the text producer is to produce a text where the 
reading position is plausible and coherent. Such a reading position gets 
rid of contradictions by strategies such as elimination of one discourse, 
making one discourse dominant over another, or attempting 
accommodation. By providing a particular reading position from 
where the text seems to the reader natural and unproblematic, the text 
constructs what is called the ideal reader. It is up to the reader to 
accept or to refuse to be an ideal reader or to be a reader at all (Kress 
1985). 
Genre constructs reading position. In other words, each genre 
constructs positions or roles which are occupied by participants in 
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genres. This construction of reading position has two effects: first it 
positions the text receiver precisely in the text, giving him instructions 
about the role he assumes in reading and the stance to take. Secondly, 
it constructs the text receiver as a particular kind of linguistic and 
social being. The construction of the text receiver in genre is an 
instruction about what, who and how to be in the social institution in 
which he is formed. Texts and readers are constructed in and by 
discourse and genre (Kress 1985). 
Readers are by no means passive. They contribute to the meaning of 
the text by reconstructing it. A re ader might not accept the reading 
position constructed for him. He might reconstruct the text in a 
different form. The best text receiver is the resistant one who 
reconstructs the text in a way that is useful to him. This kind of text 
receiver is very active in relation to text. His reading is made possible 
by distance of some kind. It could be a distance that is created by a 
different discourse or by the reader not being positioned by the genre. 
The latter case occurs when the reader reads the text outside its social 
occasion. The former case, on the other hand, occurs when the text 
receiver occupies a discourse that is contrasting with the discourses 
taking place in the text. In this case, he rejects the text reading position 
and reconstructs the text from the point of the contrasting discourse. 
Different readings, whether caused by genre or discourse, lead to 
different actions (Kress 1985). 
Readers who accept the reading position imposed on them are the least 
destructive to the text. Nevertheless, even such a kind of reader is not 
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absolutely passive. He has a different discursive history and a different 
current social position from those of the text producer. Moreover, each 
text receiver reads the text in a particular context which has its effects 
on structuring the reading to some degree. This means that no text is 
received completely passively and that every reading causes different 
degrees of reconstruction (Kress 1985). 
Y'r __ Kress (1985) argues that the reconstruction and re-reading of text is 
limited. The meaning of the text is constructed in genre and discourse 
and the same applies to the reconstruction of text. The limiting factor 
is that the reader has limited access to genres and discourses. 
Moreover, the text itself imposes a kind of limitation on its being re- 
read and reconstructed. The fact that every genre has formal features 
which cannot be reconstructed beyond particular points imposes 
certain limits on the reading and the reconstruction of a given text. The 
same applies to discourse. A reading which violates these formal 
features would be violating the text and would be lacking plausibility. 
Each genre sets implicit limits for interpretation. The text receiver 
knowing the pragmatic rules of a given text and its general orientation 
would be able to carry the adequate interpretive process. The 
interpretive process would be carried to the point where the text 
receiver is III a position to take the suitable action, to extract the 
information that he is seeking, or to experience pleasure, in other 
words, to the point where he is on the right track as far as the overall 
orientation of the text is concerned. Although the pragmatic rules 
define an almost complete programme for interpretation, yet the text 
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receiver sometimes violates the rules of the generic game. This 
violation takes place when he reads a given text according to the 
pragmatic rules of another genre, i. e. when he reads a pleasure text for 
information, an information text for pleasure or when he looks for 
pleasure through another activity than the one defmed by the 
pragmatic rules, or when he expects an informative text to give a 
message which is not really in the scope of the text producer's 
communicative intent (Ryan 1979). 
At this point, I shall make the following claim which will be discussed 
and exemplified in a more detailed manner in the section on genrelet: 
the limits which the text imposes on its being reconstructed often seem 
to be higher in the case of the genrelet. than in the case of genre. This 
high degree of limits is due to the fact that a genrelet shows more 
formal features that are beyond being reconstructed than a genre does. 
These features have to do with the structural and linguistic constraints 
as well as with the more or less stable roles of participants. 
So far, I have offered a detailed study of the three main elements of 
genre, namely form, social occasion and participants. I have also 
studied types of text receiver, types of genre and the relationship 
between genre and the competence of the text receiver. The question 
of how the text receiver is able to reconstruct the text and the degree 
of flexibility of the text itself for being reconstructed have been dealt 
with in detail. In the following section, I shall deal with the levels of 
genre which differentiate one genre from another. These levels are the 
pragmatic, the semantic and the surface. In addition to these levels, I 
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shall study generic options which have to do with the uses of language 
that are acceptable in one text but not in another. 
2.2.5. Levels of Genre 
There exists a kind of relationship between the various genres of 
culture in the sense that each has its own set of rules but might share 
some distinctive rules with other genres. Three sets of requirements 
are necessary in defming generic categories: 1) a set of pragmatic rules 
which has to do with how a text of a given genre must be used in 
communication, 2) a set of semantic rules which has to do with the 
specification of the minimal content that should be shared by all 
members of the same genre, and 3) a set of surface requirements which 
has to do with the verbal properties of genre, such as particularities of 
syntax, lexicon, phonology as well as graphic representation. In 
addition to these requirements, there exists a set of generic options. 
These requirements are not evenly distributed in all genres. Some 
genres put more emphasis on phonological and syntactic levels, others 
on semantics and pragmatics, etc. (Ryan 1979). 
When internalising a rule of any kind, the language user is also 
learning to recognise the suitable environment for the use of the rule. 
Some linguistic rules could be used in any kind of text while others 
could not. The best example of the latter would be deleting obvious 
objects which is re stricted to directions written on commercial 
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products. Thus, we have rules of restricted applicability and rules of 
general applicability (Ryan 1979). 
Todorov (1976) shares with Ryan a similar view concerning this 
question of generic requirements. He sees genres as units that could be 
described firom two points of view, that is, empirical observation and 
abstract analysis. The recurrence of particular discursive properties is 
institutionallsed in a given society. Texts are produced and perceived 
in relation to the norm that is constituted by this codification. A genre 
is a codification of discursive properties. The discursive property has 
to do with any aspect of the text being obligatory. These obligatory 
aspects distinguish it from other genres. The generic properties arise 
from the semantic aspect of the text, the syntactic aspect which has to 
do with the relationships of the parts among themselves, the pragmatic 
aspect which has to do With the relationship between the users, or the 
verbal aspect which has to do with anything that involves the 
materiality of the sign. The difference between any one genre and 
another could take place at any of these levels. Some discursive 
properties are more interesting in one genre than inanother. 
Heath, P. (1987) defines 'The Thousand and one Nights' romances in 
terms of three levels, namely the semantic, the syntactic and the 
verbal. The semantic level takes care of the theme, the syntactic level 
takes care of the narrative structure, and the verbal level takes care of 
aspects of rhetoric, voice, point of view, purpose, etc. He argues that 
on the syntactic level, these romances have a general sequence of 
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events, however it is not always followed in a straightforward manner. 
On the verbal level, their purpose is to entertain as well as to instruct. 
2.2.5.1. The Pragmatic Level 
As for the pragmatic level, Ventola (1991) argues that before the text 
producer starts writing a text, 
function of the text,, that is, 
he should have a clear idea about the 
why it is being written. Having this 
function in mind, the text producer makes his own decisions regarding 
the global organisation of the text within the limits of its genre. Scott 
(1969) claims that this function could be different in different 
societies. A riddle, for example, could be entertaining in some 
societies and didactic with social values in other societies. 
According to Ryan (1979), one kind of pragmatic rule has to do with 
the kind of performance that is suitable for every genre. Such rules are 
related to elements of communication, which are channel, context, 
addresser and addressee. Another kind of these rules has to do with the 
overall orientation of the genre. 
Rules referring to channel specify, for example, oral for a sermon, 
written for a novel, etc. Rules concerning the context have to do with 
where and when the text should appear. Rules related to addressers 
and addressees have to do with principles such as the fact that a 
sennon should be delivered by a minister, a lullaby addressed to a 
56 
Genre & Genrelet 
baby, etc. These rules also define the social relations between the 
participants which include the nature and the source of authority that 
an addresser has over the addressee (Ryan 1979). 
As will be argued in more detail later on in the current chapter, the 
more conventionalised the genre is the more stable and fixed these 
rules are. In other words, a genrelet would often exhibit a more 
specific social occasion and a more fixed status of participants. In a 
service encounter genre, for example, the social occasion could have 
different instances of occurrence (in a shop, a travel agency, a post 
office, etc. ) and the relationship between the addresser and the 
addressee could range from the highly fonnal to the very informal 
with fluctuations III the degree of power participants exercise in these 
different occurrences. The Syrian death notice genrelet, on the other 
hand, shows a social occasion with no different instances of 
occurrence, a stable high degree of formality between the addresser 
and addressee and a fixed degree of power to be exercised by 
participants. 
The pragmatic rules also have to do with what the addresser of the text 
is actually trying to accomplish and his overall motivation or 
orientation for producing the text. Ryan (1979) argues that there are 
three main kinds of orientation: action,, information and pleasure. In 
the first kind, there is an attempt made to cause an action to be 
performed. In the case of genres oriented towards information we have 
a reader invited to extract a message and to keep it M his memory. The 
fact that a text communicates could be a source of pleasure to the 
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reader. This is only when the reader enjoys the fact that something is 
true, but this does not apply to the communicative act itself Thus, in 
the case of the purely informational texts the reader's satisfaction 
completely depends on the truth of the content. However,, in pleasure- 
oriented texts truth is irrelevant. Pleasure texts, the riddle for example, 
are oriented to something which is worth experiencing rather than 
remembering. 
In some genres, there is an optional secondary orientation in addition 
to the main one. In political speeches and advertisements, we have 
action oriented texts which could also seek to provide information. In 
some other genres, however, we could have two main orientations. 
Proverbs, for example, are oriented . towards both pleasure and 
information. This means that the communicative act is not successful 
unless the text is pleasurable as well as true. In recipes, we have an 
orientation towards action as well as information. Genres of action and 
information show different degrees of tolerance towards pleasure. To 
say that a given genre gives a low tolerance towards a secondary 
pleasure orientation means that this genre gives a very high priority to 
its main orientation. The higher the priority is the less suitable are the 
uses of language which provide pleasure (Ryan 1979). 
The communicative intent of the text would deftitely be lost if this 
text is related to the wrong pragmatic rules. A text cannot be dealtwith 
in the right way if, for example, we take it as being information 
oriented and it is in fact pleasure oriented. The pragmatic rules could 
sometimes be inferred from the surface form of a text,, such as In the 
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case of the formula once upon a time which indicates a narrative 
content. If the pragmatic rules are inferable then the text receiver 
should relate them to the appropriate principle. If not, then he should 
know which pragmatic rules govem the text before reading it (Ibid). 
From the previous argument, I conclude the followMg: the more 
conventionalised the genre is the more inferable the pragmatic rules 
are. In the case of genrelet, the chance is really poor for the text 
receiver to miss the communicative intent of the text. This is due to 
the fact that there are abundant occurrences of fixed linguistic 
expressions which are associated with the given social occasion and 
the given genre and which can hardly occur in other social occasions 
and genres. These fixed linguistic expressions guide the text receiver 
in identifying the genre and consequently in inferring the 
communicative intent of the text. A cliche such as 41 ý)t ýr-IOL-w 
a sort of invocation of God not to cause the death of dear 
people, would immediately guide the text producer to the state of 
being sure about the generic membership of the text, that is the Syrian 
condolence-thanks, and about the communicative intent of this 
genrelet. 
Some classifications of genre are done on a pragmatic basis. 
According to such classifications, the best way to see differences 
between genres is to think of the purpose of the text producer. Genres 
are divided into six main categories, namely the narrative, the 
procedural, the expository, the hortatory, the descriptive and the 
repartee. In the narrative discourse the purpose of the text producer is 
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to recount. His purpose is to prescribe in a procedural discourse. In 
expository discourse his aim is to explain. In a descriptive discourse 
his aim is to describe. In a hortatory discourse his aim is to propose, to 
suggest, or to command. In a repartee discourse his aim is to recount 
speech exchange (Larson 1984). 
Martin (1995) also seems to be focusing on the function of genres. He 
divides genres into two types, namely recounts which'deal with what 
happens and factual writings which deal with the way things are. 
Procedure, description, reports, explanations and expositions are the 
basic kinds of factual writings. Martin (1985: 15) defines them in the 
following way: 
Procedure "how something is done" 
Description "what some particular thing is like" 
Report "what an entire class of things is" 
Explanation "a reason why a judgement has been made" 
Exposition "argument why a thesis has been proposed" 
Two kinds of exposition are distinguished, namely the hortatory and 
the analytical. In hortatory exposition, the function of the text is to 
convince the text receiver to do what is recommended in the thesis. In 
this kind of exposition, the text producer challenges the world as seen 
by him and makes suggestions to get the world changed. On the other 
hand, in the analytical exposition, the function of the text is to 
persuade the text receiver that the thesis is formulated well. 
Interpretation and explanation are the functions of exposition. 
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Heath, P. (1987) also gives special attention to the pragmatic level. 
According to him, genre should be defined on the most general level, 
that is, of purpose. This generic purpose could be partially understood 
in terms of immediate emotional response. Once the purpose is 
understood the material aspects of a given text fall into the right 
position. He argues that since materials could exist in other genres but 
be put to different purposes, any definition of genre would be 
incomplete if it does not take purpose into consideration. 
Hernadi (1972) focuses on a definition of genre that is based on the 
similar effect that a given text is likely to achieve on the mind of the 
text receiver. Such a definition concentrates on the expectations of the 
text receiver,, something which makes genre appear as a contract 
between the text producer and the text receiver. This means that the 
text receiver responds III two different ways to two different genres. 
2.2.5.2. The Semantic Level 
On the semantic level, we study the orgamsation of the contents and 
the relationships which exist between the major semantic blocks of the 
text. Texts which belong to the same genre share many semantic 
features. Texts should exhibit sense, logico-semantic coherence and 
topical unity. In some genres certain topics, death in comedies for 
example, are not very welcome. This sort of topic constraint has to do 
with the pragmatic level in the sense that since comedies are meant to 
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be amusing, such subject matters should be avoided. Moreover, 
different genres show different degrees of tolerance towards semantic 
innovations. This has to do with the degree of tolerance a genre shows 
towards pleasure components (Ryan 1979). 
Ryan's claim that different genres show different degrees of tolerance 
towards semantic innovations is correct, this does not, however, 
always have to do with the degree of tolerance a genre shows towards 
pleasure components, as she claims. Tolerance towards semantic 
innovations has a lot to do with the degree of conventionality a genre 
shows. A genre would enjoy more freedom than a genrelet as far asthe 
language, the structure and the topic of the text are concerned. The 
text producer of a novel would feel freer to be creative on the levels of 
language, structure and topic than that of 4 Syrian condolence-thanks 
genrelet. This means that the more convenfionallsed the genre is the 
more its members have semantic characteristics in common. The 
questions of language, structure and I topic constraints will be discussed 
in more detail in the section ongenrelet. 
Hervey & Higgins (1992) offer a sort of genre classification that is 
basically based on the topic, i. e. on the subject matter. This kind of 
classification advocates the view that differences in the way subject 
matter is approached lead to important differences in the way a given 
text is formally constructed. The most general categories of genres 
according to this classification are: literary/fictional, persuasive/ 
prescriptive, theological/religious, empirical/descriptive and 
62 
Genre & Genrelet 
theoreti cal/philo sophi cal. All these genres could be divided into a 
great number of genres and sub-genres. 
2.2.5.3. Surface Requirements & Generic Options 
The surface structure has to do with metric and phonetic regularities, 
specialised vocabularies, formulaic expressions or particular 
characteristics of pronunciation or graphic realisation. Surface rules 
are used abundantly in poetry but are by no means restricted to genres 
oriented towards pleasure. There are a lot of genres which are not 
pleasure oriented and which make heavy use of surface requirements 
(Ryan 1979). 
As for the generic options, Ryan (1979) claims that they are the uses 
of language which are acceptable 'in some kinds of text and considered 
to be out of place, awkward and sometimes even ungrammatical , in 
others. For example, there is an option in advertisements and proverbs 
which calls for the adoption of versified form whereas this versified 
forni is out of place and non-functional in a scientific paper. It is, 
however, not considered to be ungrammatical. On commercial 
products, on the other hand, it is natural and acceptable to delete the 
object (e. g. 1. Shake well 2. Apply 3. Lather 4. Rinse 5. Repeat), while 
it is even considered to be a sort of a grammatical mistake in a 
scientific paper. This means that genres show some particularities 
which are restricted to some environments. 
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Knowledge of the generic options enables the text receiver to evaluate 
the appropriateness of the text producer's use of language and to make 
judgements on whether these uses are means to intended effects or are 
simply given rise to by the text producer's ignorance, lack of verbal 
skill. ) etc. Since in the case of action and information evaluation is not 
an essential part of commumcation, the text receiver can usually 
proceed without a proper awareness of generic options. The 
knowledge of obligatory constraints is important for a complete 
identification of genre, the knowledge of options for adequate 
evaluating of the text and the knowledge of pragmatic rules for 
appropriate use (Ryan 1979). 
2.2.6. Textual & Contextual Dimensions of Genre 
The textual and the contextual dimensions of genre have always been 
a debatable issue in genre theory. Some genre theorists focus on the 
textual dimension more than the contextual one,, others consider that 
context is more important than text. Some other genre theorists 
consider that both text and context are important for the understanding 
and the interpretation of text and that there should be no 
underestimation of any of them whatsoever. 
In the definition of autobiography, Elbaz (1983) claims that there exist 
two different approaches: the typological and the dynamic. The 
typological approach is textually rather than contextually oriented. It 
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advocates the view that there is a series of formal established 
conditions. These conditions are solidified into one particular text 
which contains all these conditions. Each autobiography is seen in 
terms of this model. The dynainic approach, on the other hand, 
considers that there are some implicit contextual conditions which 
surround every text. Participants who are involved in receiving and 
transmitting the text, in addition to the nature of those implicit 
conditions and the roles of these participants, influence the status of 
the information contained in the text. In this approach the definition of 
genre is extra-textual. It is there in the receptive consciousness. If the 
definition of genre had not been extra-textual, there would have been 
many more differences than similarities between texts and each text 
would have existed as a separate class. In this case, any kind of 
classification would have been null and void. Thus , in this approach 
there is a rejection of any static view of the generic structure. Since 
there is nothing in the text itself which makes it qualify as a given 
genre, texts should be labelled dynamically as far as genre is 
concerned. 
Context is seen by Harty (1985) as the extra-linguistic factors which 
are related to text, such as the text producer (speaker or writer), the 
text receiver (hearer or reader), the relationship between the two of 
them, the topic, the setting (place, time, etc. ), the channel of 
communication (speech, writing, gesture, etc. ), the event, the purpose 
of communication, etc. Harty puts special focus on the contextual 
dimension of genre in understanding the meaning of the utterance. He 
argues that a text should not be regarded as a finished product because 
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texts go outside the apparent boundaries and refer to something other 
than the text itself 
Heath, J. (1987) claims that context has to do with history, politics and 
ideology. To him, the role of the reader should not be overlooked in 
genre theory. He argues that there is a sort of interaction between the 
expectations of the readers and the text itself. It is genre which 
determines the status of the information in a given text and which tells 
the text receiver how to take that text. Surrounding any text there are 
contextual conditions and participants transmitting and receiving the 
text. The roles of these participants as well as these conditions have 
their own effects on the status of the information which occurs in the 
text. 
It is clear that some of the previous arguments give priority to the 
contextual dimension over the textual one and others give priority to 
the textual over the contextual dimension. Any notion of genre that 
focuses on one and ignores the other is doomed to fail. As a matter of 
fact, both text and context are equally ]Important in the notion of genre. 
The text receiver comes to the text with certain contextual 
expectations in mind. In order to check the authenticity of his 
contextual information, he needs to consult the text. Sometimesl the 
text endorses the context but sometimes it does not. The probability of 
matching between the text and the context is much higher in the case 
of genrelet than in that of genre. This is due to the facts that 1) the 
textual evidence (language and structure) in a genrelet, a wedding 
ceremony for example , is more concrete than it is in genre, a novel 
for 
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example, and 2) in genrelet, there is a very poor chance for the 
occurrence of more than one genre in one and the same text. These 
questions of text, context, and matching and mismatching between 
them will be discussed in detail in the section dedicated to the notion 
of genrelet. 
Kent (1983) is one of the genre theorists who focuses on text as well 
as on context in his study of genre. He considers context as the extra- 
text which every text has. He sees it as the experience that the text 
receiver brings along to the text and as the field within which texts are 
produced. Thus, the extra-text has to do with the elements which lie 
outside the text itself and which make the text meaningful at a certain 
time. Some of our generic expectations are determined somehow by 
what we know about the extra-text of the text, its history, its author 
and its genre. The extra-text is constructed by unformulated 
conventions ordered to the text according to the degree of 
probabilities. The higher the degree of probability, the more certain it 
is that a particular element would be appearing in a certain text. If we 
hear that a popular fictional work was written in England in the first 
half of the eighteenth century there would be a high probability that 
the text is picaresque. The probability that a text is classified as a 
member of a given genre would increase or decrease when the date of 
the production of the work is given. 
The author's conception of the work he is producing and the text 
receivers' perception of what the author means are shaped by the 
unformulated conventions of a certain historical period. The formal 
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conventions, on the other hand, are organised in accordance with the 
text producer's conception of the text he is producing, its importance 
and its value. This leads to the conclusion that unformulated 
conventions shape a genre at the most fundamental level, that is', the 
level of the formal conventions. The text receiver always gives 
meanings to text. Every text receiver brings extra-textual knowledge to 
text. This knowledge mteracts with the synchronic elements of the text 
so that the total meaning of the text is formed. The text receiver's 
extra-textual knowledge, including his generic awareness about what 
he expects from different texts, is ordered hierarchically before he 
embarks on reading (Kent 1983). 
The text receiver expects to encounter some particular elements. The 
text would either confmn or defeat his expectations through the 
structure of its conventional elements. As the text unfolds , it creates 
some expectations which combine with what we already know about 
this text. This helps form our total perception of the text. The 
interaction which takes place between textual and extra-textual 
elements helps In explaining the reason behind the text producing 
different effects when read for the second time. In the second reading, 
the text receiver has different hierarchic expectations. He reads the 
text with different extra-textual expectations. It is true that the text 
receiver's reaction to a text is more often than not determined by what 
he expects to get from this text, however, the total meaning of a given 
text derives much more from the text receiver's conscious extra-textual 
expectations (Kent 1983). 
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Thus, Kent's (1985) main argument lies in his belief that the 
interrelation that exists between our textual and contextual generic 
perception helps us in identifying the genre as well as interpreting the 
text. What is meant by interpretation is the need, desire or demand that 
the reader has for explanation after reading the text. The ability to 
identify the generic membership of a given text seems to be similar to 
our reading experience. To understand a sentence we need to know all 
the words5 and to understand the words we need to understand the 
sentence. The same applies to our generic perception which needs both 
text and context. 
According to Heath, P. (1987), it is only through the analysis of parts 
that one can understand the whole. By tile same token , it 
is only by 
appropriate understanding of the whole that sloficance of the parts is 
properly evaluated. By this, Heath seems to focus on the importance of 
the textual as well as the contextual dimensions of genre in the 
understanding of a given text. 
Sometimes, there occurs a sort of mismatching between the text and 
the extra-text. Halporn (1989) argues that the text makes the reader 
have some expectations, and the reader himself comes to the text 
having some expectations in mind. These expectations are directed to 
genre. Frustrations and satisfactions could be found in both directions. 
Dubrow (1982) claims that the presuppositions we make before 
approaching a given work are effected by our contextual knowledge, 
These presuppositions, however, could be countered by the text 
producer deviating firom our expectations. 
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2.2.7. Genre& Register 
Ventola (1988) argues that the organisation of social interaction occurs 
on the register level. The social interaction is organised in terms of 
field, personal tenor, mode and functional tenor. These are the four 
situational variables which make us able to relate the meanings 
expressed in a given text to the situation in which participants are 
involved. Field, according to Ventola (1983b: 242), "... refers to the 
type of activity In the situation, the social action the participants are 
involved in". Personal tenor has to do with role relationships which 
exist between participants. Differences in social relationships have 
their effects on the language we use, on tum-taking and on the choices 
we make from the grammatical systems of mood and modality. The 
degree of politeness depends to a large extent on these choices. Mode 
is concerned with the channel chosen for communication in a given 
situation. We have written and spoken modes. The language of the 
interaction which takes place in a face-to-face situation is different 
from situations where there is no such interaction between 
participants. Functional tenor has to do with our ability to recogruse 
the schematic structure of texts. 
Texts which belong to the same genre share similar schematic 
structures. Ventola (1983b) considers that if the values of the 
situational variables are kept constant then texts would be similar to 
each other. in other words, we can say that two texts belong to the 
same register. She (1988) argues that even when genre is one and the 
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same, field choices could be different. The different instances of one 
and the same genre could portray some differences in tenor choices. In 
the same way, there could be differences In the mode choices in the 
different 'instances of a genre. Register organisation is supposed to be 
changing as an instance of genre unfolds. This shows the way genre 
uses register as its realisation. For its realisation, register uses 
linguistic as well as the non-linguistic features. 
This View obviously suffers from a number of deficiencies. First , it 
overlooks the fact that members of different genres show different 
degrees of structural resemblance. In other words, members of the 
auction genre, for example, show a higher degree of structural 
resemblance than members of a novel or editorial. This is due to the 
fact that an auction has more stable and rigid structural conventions 
than the novel or the editorial. Thus, the more conventionalised the 
genre is, the higher the degree of structural resemblance is among its 
members. 
Secondly, this view claims that choices of field, tenor and mode could 
be different within one and the same genre. However, we have to take 
into consideration here that this does not really apply to all genres for 
the simple reason that the more conventionallsed the genre is, the 
richer the chance is for having more or less stable choices of field, 
tenor and mode. 
71 
Genre & Genrelet 
2.2.8. Genre & Meaning of Text 
Whether text understanding depends on genre or not has always been 
an issue for genre theorists who, most of the time, agreed on the fact 
that genre is so much a part of the meaning that there is always a risk 
of not understanding the text if the text receiver fails to identify the 
generic membership of that text. 
According to Rashidi (1988), genre is a very important area of 
meaning and the question of meaning is not merely connected with 
words the knowledge of which would automatically result in an 
understanding of the meaning of the text. It is very difficult for thetext 
receiver to understand a text if its form is completely strange to him 
even if he seems to be familiar with the words and the sentences. 
Misinterpretation of a given text could be caused either by failure to 
identify the textual conventions or by not possessing extra-textual 
information about that text. Interpretation of the text could be affected 
by generic perception through the reading competence of the text 
receiver and through the text producer's manipulation of the 
conventions of genre within a given text. Failure to idenfify a certain 
text as a specific generic type might result in the text being interpreted 
in different ways by different receivers. This means that there could 
always be disagreement on the meaning of the text when text receivers 
disagree on the generic membership of that text (Kent 1985). 
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The text receiver should be able to identify the generic membership of 
the text in order to understand the text properly. He does not, however, 
have to be familiar with every one of the rules and the options related 
to that genre. In other words, not knowing, for example the semantic 
and the surface constraints of a genre, would not effect the r, eader's 
understanding of the text (Ryan 1979). 
2.2.9. Genre & Creativity 
The relationship between genre and the question of creativity has 
always been important. The most crucial questions have been whether 
creativity is restricted to some genres, whether it is achieved through Cr- 
inventing a new genre, and, most importantly, whether the text 
producer is creative at all. 
Martin (1985) maintains that creativity is not really restricted to 
particular genres but, on the contrary, can be achieved in all genres. 
The thing which differentiates one genre from another is not how 
creative the genre is but rather what function a genre serves Mi a given 
culture. In other words, genres serve different functions in the culture 
where they occur. These different functions involve different 
judgements in the sense that some genres could be judged on the basis 
of how creative they are, others couldnot. 
Kress (1982) argues that the text producer does not achieve creativity 
through creating a new genre type but rather through making the right 
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decision concern-ing the type of genre in which he encodes the Idea. 
He (1985) ftu-ther claims that the task of the text producer is not to 
create the text but rather to assemble it. In other words, the text 
producer, out of his experience of other works, would create a new 
text which meets the demands of a certain social occasion. Writers do 
not have their own words. They have the words and the systemic 
organisation of the words which are given to them by both discourses 
and genres they have already experienced. They are the producers of 
texts but not the creators of words. A text is motivated by difference 
and the text producer's task is to produce a text where that difference 
is resolved in a certain way through constructing a reading position 
that seems to be natural and plausible. The material that the text 
producer depends on in doing so is all the texts which are relevant to 
that certain text he is producing. Every text has relations of 
intertextuality with other texts (see Chapter Three). The task of the 
text producer is to create a new text which is completely constructed 
in the conventions of genre, discourse and intertextuality and 
considered as new in being a text that is suitable to and comes out of 
one particular social occasion. 
Considering the text producer as being an assembler rather than a 
creator of his own text is an unacceptable generalisation that needs to 
be carefully reconsidered. In fact, and as will be argued in the 
following section, this act of assembling the text occurs at different 
degrees in different genres. In other words, in the most 
conventionalised genres, the text producer is not only an assembler of 
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the text but even almost a copier of the others' texts. This is not true in 
the least conventionalised genres, however. 
2.3. The Notion of Genrelet 
A genrelet is a genre in the sense that it exhibits the genre's most 
important characteristics. In other words, it is recognised by a 
language community, it occurs in a repeated social occasion and 
finally,, it involves participants with their purposes and goals. 
However, what makes a genrelet different from a genre is the set of 
conventions and constraints which appear to be stable and concrete in 
the case of the former and relatively loose and vague in the case of the 
latter. These conventions and constraints have to do with the cliched 
structure, the cliched language, the more or less stable topic and roles 
of participants, and the social occasion which is reflected in one 
instance most of the time. All these constraints participate in shaping a 
clear and a stable image of the norm against which a genrelet should 
be judged. 
In the following, I deal with all these constraints in detail trying to 
illustrate my views by giving examples from both genre and genrelet 
in English as well as in Arabic. 
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2.3.1. Genrelet &Structural Constraints 
Different genres do not show the same degree of structural 
conventionality. Genres range from the less conventionalised to the 
most convenfionalised as far as structure is concerned. The novel 
would be here the best example on the less conventionalised genres. In 
a novel, there is a great chance for all kinds of creativity on thepartof 
the text producer, including structural creativity. The text producer can 
arrange the text the way he likes. He can start at the beginning of the 
story, the middle or even the end. The structural conventions dictated 
by such a genre are neither rigid nor stable. Indeed there is not a real 
norm against which judgements of deviations could be made. 
Moreover, the question of obligatory and optional elements is not of 
real importance. It is more or less up to the text producer to decide the 
optionality of elements as well as the position of these elements. Any 
strange structure adopted in such a genre would not be frowned upon 
but would rather be mostly considered as a sort of innovation. 
Some other genres, the letter to the editor for example, show more 
stable structural conventions than the novel. The text producer is still 
free to arrange the text the way he likes, within certain limits, 
however. There are obligatory as well as optional elements. All the 
obligatory elements should be there in the text. For example, the 
presence of the situation element in a letter to the editor, where the 
writer reports someone else's evaluation of a situation in order to 
establish the situation which he is evaluating, is crucial in the 
identification of the genre. There is a preferred sequence of elements, 
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though this is not always followed. The position of elements is more 
stable than that of the novel but still difficult to predict since it is 
relatively free. Again, the norm against which deviations can be 
judged is not very clear though it is clearer than that in the case of the 
novel. 
The highly conventionalised genres, i. e. genrelets, show a very high, 
and sometimes absolute, degree of structural stability. In a wedding 
ceremorýy, for example, the structure is highly predictable. In fact, it is 
a cliched structure. The sequencing and the position of elements are 
more or less stable and rigid with hardly a chance for flexibility. In 
such a genrelet, almost all elements, if not all, should be realised. This 
means that almost all elements are obligatory and their absence could 
cause disturbance to the whole structure of the genrelet rendering the 
text Incomplete, a non-text or a kind of deviation that is not really 
welcome. 
The absolute structural stability appears in a genrelet such as the 
presidential vow making. In the Syrian presidential vow all elements 
are obligatory. In fact, there are always two elements, namely the vow 
and the elements of this vow. The vow has always to come first 
followed by the elements. Even the elements themselves should come 
in a specific order where no change in the sequence is allowed. 
To conclude, the more conventionalised the genre is, the less tolerance 
it shows towards kinds of innovation as far as structure is concerned. 
There is hardly a chance for the text producer to reorder elements, add 
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extra elements or onut some elements. In this case, that is, the case of 
genrelet, there is always a clear and a solid nonn against which texts 
could be somehow judged. 
2.3.2. Genrelet &Language Constraints 
In the case of genrelet, there is, in addition to - the structural 
constraints, language constraints. These constraints come in the shape 
of fixed linguistic expressions or cliches which are mostly of restricted 
Applicability. In other words, these linguistic expressions happen to be 
used in a very specific generic environment and to be quite awkward if 
used in other environments. They are so attached to the genrelet where 
they occur to the degree that they really become a constant textual 
property of this genrelet. Going, going, gone is a cliche said by an 
auctioneer in an auction. Those whom God has joined together, man 
must not separate is a cliche said by a priest in a wedding ceremony.. 
Slhe loves me, s/he loves me not is a cliche said by a girl/boy in love, 
in a love test game. Sit and stay is a cliche said to a dog by its owner. 
Pick' n mix is a cliche used in shops and addressed to chocolate 
buyers. "a-). Ljj aI ;A ; 2i a sort of submission to God's 
fate, is a cliche used in Syrian death announcements. 4L., "-4, j 
Ujjj---o", a sort of welcoming people, is a cliche used in the Syrian 
wedding Invitation cards. Thousands of such cliches associated with 
specific genrelets could be encountered in both the English and the 
Arabic languages. This is not an attempt to give a list of them, 
however. 
78 
Genre & Genrelet 
Such cliches are, in fact, not produced by the text producer himself but 
are rather socially pre-made expressions which are used by all text 
producers every time the relevant social occasion is invoked. Some of 
these cliches come as opening formulae, such as in the case of 
confucianisms where the opening formula Confucius says always 
occurs. As a matter of fact, it is enough for the text receiver to 
encounter one of these opening formulae to make predictions about 
what is coming next and about the generic membership of the text. In 
the highest degrees of conventionality, the whole text would appear to 
be a kind of cliched language, such as In the case of the Syrian 
presidential vow where the same cliched text is repeated whenever the 
same social occasion occurs. 
To conclude, the most conventionalised the genre is the less tolerance 
it shows towards kinds of language innovations. In this case and as far 
as language is concerned, there is always a clear norm against which 
deviafions could be judged. 
2.3.3. Genrelet &the Participants 
Participants, as argued earlier in this chapter, have three kinds of roles, 
namely the textual, the participatory and the social. The difference 
between genre and genrelet takes place at the level of all these roles. In 
the following, I study these roles in genrelet trying to illustrate the 
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most ninportant points by giving examples from both English and 
Arabic. 
2.3.3.1. The Textual Role 
The textual role has to do with text making. In verbal interactive 
genres, this textual role is carried out by all participants with different 
degrees of involvement. In fact , it is more or less up to the participants 
to decide how productive they want to be. Participants are relatively 
free to develop the interaction the way they choose. They are even free 
to move from one genre to another without significant restrictions. In 
an interview, for example, both the interviewer and the interviewee 
contribute to the production of the text, with different degrees of 
involvement, however. This degree is not really stable in all instances 
of this genre. In other words, both participants could be equally 
productive in one instance, and one of them could be more productive 
than the other in another instance. In verbal interactive genrelets, 
however,, the degree of contribution to the text making is, to a large 
extent, decided by the genrelet. Participants could be interactive only 
as much as the genrelet itself allows them to be. In an auction, for 
example, there is a more or less specific textual role dictated by the 
genrelet. Participants play their textual roles and develop the text 
within the limits designed for them. Moreover, they are not really 





In written texts, on the other hand, the text producer Is the most 
important participant in addition to the text receiver as a secondary 
participant who somehow contributes to the text-making by the 
contextual knowledge he brings along with him to the text. In genre, 
an editorial for example, the text producer is relatively free to develop 
the text the way he likes. He is also free to move from one genre to 
another. In a genrelet, a Syrian wedding invitation card for example, 
the text producer is controlled by a stable textual role designed for him 
by the genrelet. Moreover, he is not free to jump from one genre to 
another. In fact, there is no real room in a genrelet for individual 
innovation or creativity. This question of creativity will be touched 
upon later in this chapter. 
The textual role is not only played by the actual participants but also 
by a third kind of participant which contributes to the text-making and 
which exists in both verbal and written texts, in genre as well as in 
genrelet. This participant is the culture in which the genre occurs and 
the conventions and constraints dictated by the genre in this culture. 
The contribution of this third participant to text-making is not clear 
and strong M the same degree in all genres. The more conventionalised 
the genre is the more the presence of this third participant is concrete 
in the text. In a novel for example,, its presence is very weak. Itisnot 
very concrete since the novel as a genre shows a low degree of 
conventionality a s far as language and structure are concerned. On the 
other hand, the presence of this third participant is clearly evident in a 
genrelet such as the Syrian death notice where more or less the same 
text is repeated with differences in the information given, such as the 
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dead person's name, his relatives, etc. In such a genrelet, the third 
participant's impact is very concrete in both the way the text is 
organised, the sequence of elements, the presence of elements as well 
as the abundant use of fixed linguistic expressions such as (Z), ww. 
a-ul ... ýL-Ojl *-). Ljj 41oý, i. 1j uýý' ýý 44, ýC 
literally translated as "the family of ... announces, with full 
submission to God's fate, the death of .... who died The text 
producer here is not really the most important creator of the text but 
rather only one of its important creators. 
2.3.3.2. The Participatory Role 
The participatory role has to do with who is the initiator and who is 
the respondent in the text. The more conventionallsed the genre is the 
more we are able to make our predictions about who would be the 
initiator and who would be the respondent in the text. Thus, in a 
genrelet, participants have more specified and fixed participatory roles 
than those in a genre. In an interview, for example, it is very difficult 
always to predict who is to initiate and who is to respond. The 
interviewee could be a respondent and initiator, 'The same applies to 
the interviewer. In other words, the interviewer is supposed to be 
initiator in asking questions and the interviewee respondent in 
answering these questions. However, the interviewee, in order to make 
a point in his argument, could sometimes play the initiator and ask 
questions and expect the interviewer to be the respondent and to 
answer these questions. 
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The participatory roles depend to a great degree on how participants 
choose to develop the text. This means that participants in such a 
genre enjoy quite a high degree of fireedom, something which is very 
limited in the case of genrelet. In a wedding ceremony, for example, it 
is very easy to predict who will be the initiator and who will be the 
respondent. Participants are not really free to develop the text the way 
they like. The genrelet dictates some rules and constraints on the 
participatory roles. In other words, participants have, most of the time, 
to play the roles designed for them. The minister is the initiator or the 
respondent where he is expected to be so and so are the other 
participants. 
2.3.3.3. The Social Role 
The social roles have to do with the relationship between participants. 
They could be hierarchic and non-hierarchic. Again, the more 
conventionalised the genre is the better is the chance for a more fixed 
and stable social relations. In an employer/employee casual 
conversation, for example, we could have either a hierarchic 
relationship between participants or a non-hierarchic one. The degree 
of power and social distance do not seem to be easily predictable. This 
depends on how friendly the employer is. In an interview, the kind of 
social relationship between the participants depends on factors such as 
whether the interviewer and the interviewee had come to know each 
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other before. Thus., it is most of the time up to the participants to 
decide what sort of social relationships they are going to develop. 
In the case of genrelet, however, participants are controlled by more 
restricted rules. The social relationship between the minister and the 
marrying couple, for example, has to be hierarchic even if the 
participants are close friends outside this particular social occasion. In 
the Damascene Zaffa, a sort of celebration occurring in the street 
immediately before the wedding takes place, the relationship between 
the zaffa man and the other participants has to be highly informal even 
if they do not know each other at all. Thus, a genrelet decides, to a 
great degree, the kind of social relationships which should be 
developed by participants. 
2.3.4. Genrelet & the Social Occasion. 
Genres occur in firequently r-. peated social occasions. Some of these 
social occasions are reflected in different instances. A service 
encounter genre, for example, can take place in a post office, a shop, a 
travel agency, etc. However, this does not apply to all genres. If we go 
back to our notion of the more/less conventionalised genres, we find 
that the more conventionalis ed the genre is, the more specific the 
social occasion is liable to be and the poorer the chance is for this 
social occasion to occur in different instances. A wedding ceremony, 
for example,, is a genrelet which takes place on the occasion of 
marriage and this seems to be the only instance of this genrelet. The 
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presidential vow is a vow taken by the president on the occasion of his 
being elected and it does not seem to occur in any instance apart from 
this one. The Syrian death notice is a genrelet which takes place on the 
occasion of death and this is its only instance of occurrence. Thus, 
more often than not, a genrelet is associated with a more specific 
social occasion. 
2.3.5. Genrelet & the Text Producer 
From what precedes we can see that in a genrelet there is little room 
for the text producer to be creative. His presence is so weak inthetext. 
The text is more powerful than him. it imposes on him a lot of 
language as well as structural constraints which he is not really free to 
get rid of The text producer is the servant of the text and the text 
receiver's expectations. He is the servant of the others' experience in 
writing. His responsibility for the creation of the text and the way this 
text is structured is very low. This means that in a genrelet, the text 
producer is more assembler than creator of the text, while the contrary 
is true in the case of genre. Here we can safely claim that the more 
conventionalised the genre is, the less chance the text producer has for 
being creative. The text producer of a Syrian wedding invitation cardl 
for example, is less creative and more assembler of his text than the 
producer, say, of an editorial. 
In genre, however, there is more space for originality on the part of the 
text producer. The presence of the text producer in text is powerful. 
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The text producer is much more powerful than the text. Relatively 
speaking, he is free to choose whatever suits him from the conventions 
of the genre within which he is operating and even sometimes to defý 
these conventions. The text is indeed the text producer's own servant. 
2.3.6. Genrelet & the Reconstruction of Text 
As argued earlier in this chapter, the text receiver might not be a part 
of the social occasion and consequently might not be positioned *in the 
genre. This makes him refuse the reading position imposed on him by 
the text producer and the roles assigned to him by the genre. At that 
poInt, he starts reconstructing the text in his own way. This is most 
likely to occur in the case of genre rather than in the case of genrelet. 
Reconstructing the genrelet is not an easy thing to do. As discussed 
earlier,, the genrelet shows textual evidence, structural as well as 
linguistic. These pieces of textual evidence are formal features which 
are beyond being reconstructed. In other words, it is not rarely the 
case that we find the text receiver reconstructing an interview as a 
conversation, while it is quite impossible to have an auction 
reconstructed as a service encounter, for example. An interview is a 
genre which involves more than one participant with relatively 
unstable textual, social and participatory roles. The text comes to 
being through the unstable and the unpredictable contribution of all 
participants. The social roles played by the participants in this genre 
depend on how friendly the participants are and on whether this is the 
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first time they meet each other. This means that in such a genre there 
is no : exact measurement for the degree of power each participant is 
expected to exercise. The participatory roles are also unstable in the 
sense that they depend on how participants choose to develop the text. 
The sort of relative instability In the textual, the social and the 
participatory roles on the one hand and the low degree of the 
concretion of textual evidence on the other hand make the interview a 
genre easy to reconstruct. 
The difficulty of reconstructing a genrelet, an auction for example, 
stems from the facts that 1) the three roles of participants show a more 
or less stable nature, and 2) there are various pieces of textual 
evidence in such a genrelet which are really beyond being 
reconstructed. The textual evidence takes place at the linguistic level 
(e. g. going, going, gone as a fixed linguistic expression or a cliche) 
and at the structural level (the existing elements and the sequence of 
these elements). 
2.3.7. Genrelet, Text & Context 
Depending on his contextual knowledge, the text receiver can make 
some predictions when coming to a given text. The textual properties 
of the text either endorse these predictions or defy them. The chance 
for endorsement is much bigger in the case of genrelet than in the case 
of genre. In genre, there is always a chance for the occurrence of 
clashes between what is contextual and what is textual. These clashes 
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can actually come from a number of sources. First, the fact that genres 
have a sort of preferred structure makes their structural rules flexible, 
soft and somehow subject to violation by the text producer. The less 
conventionalised the genre, the freer the text producer is to violate the 
generic rules of thetext. 
As argued earlier, the text producer of a novel feels free to violate the 
novel's generic rules, since these rules are really soft and flexible. In 
the case of the editorial, for example, the text producer is less free than 
in a novel to violate the generic rules since the rules In this genre are a 
bit more stable. The producer of a letter to the editor is less free than 
both previous text producers in this sort of generic violation. However, 
the three of them are, though not to the same degree, free to Violate 
generic rules due to the relative softness and instability of these rules. 
In a genrelet, on the other hand, the stability and the rigidity of the 
structural rules make the chance for such kinds of violations really 
poor. The text receiver of a Syrian wedding invitation card goes to the 
text with certain contextual expectations depending on his knowledge 
of other wedding invitation cards. Most of the time, if not always, his 
expectations are met in the text giving no rise for clashes between 
what is textual and what is contextual. 
The second source of generic violation has to do with the problem of 
pure and mixed genres. In the case of genre, we can very rarely find a 
text that contains the elements of only one genre. More often than not, 
texts show a tendency for combining more than one genre. In a novel, 
hundreds of genres could occur. In an editorial, a lot of genres could 
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take place, though not as many as in a novel. In a letter to the editor, 
though less than both the novel and the editorial, there is always a 
chance for the occurrence of other genres. 
This sort of genre mixing is absolutely unpredictable and it is a rich 
source for the textual and contextual clashes referred to earlier in this 
section. In other words, the text defies the text receiver's contextual 
expectations giving nse to these clashes. However, the case of genrelet 
is quite different. In a genrelet, the chance is poor for the occurrence 
of more than one genre. In a love test game, there is only one genre, 
that is, the love test game. In the Syrian presidential vow, there is only 
one genre, that is, the presidential vow. One can argue, however, that 
in a Syrian wedding invitation card, there exist more than one genre. 
In other words, in every Syrian wedding invitation card there is a 
Quranic genre. The card begins with a Quranic sura which has to do 
with how God created a matching partner for every human being: 
i 
ýe ý, 
Q ýý ýt A; ý 
4jj Ô. y 
Although this argument is quite true, yet we have something to 
counter-argue here. The Quranic verse is attached to this genrelet to 
the degree that it becomes part and parcel of the genrelet rather than 
representing another genre. It is always expected to be there and its 
absence would be a severe deviation from the norm of this genrelet. 
This rules out the element of informativity, that is taking the text 
receiver by surprise. In other words, in the case of this genrelet, it is 
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very easy for the text receiver to tell exactly what genres he is going to 
encounter in the text since exactly the same kind of mixing takes place 
every time this genrelet occurs. The same argument applies to a 
genrelet such as the wedding ceremony where the Biblical genre 
occurs. This very high degree of certainty does not exist in the case of 
genre, for it is impossible for the text receiver to predict what genres 
he might encounter in a novel, an editorial, etc. 
An important source of the harmony between what is textual and what 
is contextual in the case of genrelet is that the text receiver is often 
able to make a sort of contextual prediction concerning the topic of the 
text, something which he is not really able to do in the case of genre. 
The more conventionalised the genre is the more its members are 
likely to share the same semantic characteristics. In o ther words, the 
topic of a genre such as the novel or the editorial, for example, could 
be about anything, while the topic of a genrelet such as the Damascene 
Zaffa or the wedding ceremony, for example, is always on one specific 
matter. 
To conclude, the text receiver of a genrelet could often predict the 
topic of the genrelet with no real chance for a clash between what is 
textual and what is contextual. The. text receiver of a genre, on the 
other hand, is not really able to make such predictions since his 
predictions could be turned over at any time. 
Also, in the case of genrelet, the text receiver could always make some 
predictions concerning the language he is going to see in the text. In 
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other words, he will always expect linguistic expressions such as ' 41) 
. 5-1-olGod i's a wi . tness to what 
I am saying in a Syrian 
presidential vow, going, going, gone in an auction, ý, a" ýLAII cannot 
hear in a Damascene wedding Zafifa, etc. These expectations are 
mostly met in the text. Thusl language restrictions which are strictly 
adhered to in the case of genrelet enhance the text receiver's 
contextual predictions and contribute to a very large degree to the 
more or less harmony between what is textual and what is contextual. 
The text receiver's reaction to the violation of the generic expectations 
depends on the degree of the conventionality of the genre. In other 
words, the less conventionalised the genre, the more tolerant the text 
receiver is in dealing with the deviation. On the other hand, the more 
conventionallsed the genre is the less tolerant the text receiver is in 
judging the violation. In the case of genrelet, and more often than not, 
violation of the generic rules is considered to be a sort of language 
incompetence rather than an attempt at innovation. 
The previous arguments lead me to conclude that the more 
conventionalised the genre is the more its textual properties are 
evident and concrete. Because the textual properties are so evident in 
the case of genrelet, the contextual predictions of the competent text 
receiver are much more reliable than those in the case of genre. This 
reliability results in the harmony between what is contextual and what 
is textual in the case of genrelet and the relative absence of such a 






The aim of the current chapter is to deal with the notion of 
intertextuality in a rather detailed manner. The very beginning of the 
chapter will offer abundant definitions of intertext as well as 
intertextuality. The main issues which will be dealt with are: 1) 
relating texts to their appropriate mtertexts, 2) actual and virtual 
intertextuality as the two main types of intertextual relationship, 3) the 
degree of competence intertextuality involves o n the part of text 
producers and receivers, 4) the changes that the intertextual signal is 
subjected to on its way to the new environment, and 5) intertextuality 
as seen by early Arab rhetoricians. 
3.1. What is an Intertext? 
An intertext is always associated with what has been called the 
"already read". According to Taranovsky (Rusinko 1979), a subtext, 
i. e. intertext, is the already existing text(s) which is reflected in a new 
text. He considers . subtext as 
the source of the repeated element but 
not the element itself. The subtext physically exists in another text and 
the understanding of the new text depends on discovering that hidden 
subtext. 
Riffaterre gives the following two defmitions of intertext: 
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An intertext is a corpus of texts, textual fragments, or 
textlike segments of the sociolect that shares a lexicon 
and, to a lesser extent, a syntax with the text we are 
reading (directly or indirectly) In the form of synonyms 
or, even conversely, in the form of antonyms. 
(1984: 142) 
An intertext is one or more texts which the reader must 
know M order to understand a work of literature in terms 
of its overall significance (as opposed to the discrete 
meanings of its successive words, phrases, and 
sentences). 
(1990: 56) 
Frawley (1985: 14) argues that 
... an intertext participates in a discursive space. All forms of knowledge that are connected to writing are 
characterized by a particular discursive practice: the way 
of writing that constitutes the kind of knowledge. For 
example, anthropology exists as a discrete series of texts, 
a way of talking, which has been labled "anthropology". 
This way of talking is the discursive space of 
anthropology, and all anthropological texts are 
anthropological intertexts in that every piece of 
anthropological writing enters the discursive space 
known as "anthropology" and bears a relation, no matter 
how distant, to every other anthropological text. There is 
no such thing as an anthropological text without other 
anthropological texts. 
3.2. What is Intertextuality? 




refers to an operation of the reader's mind, but it is an 
obligatory one, necessary to any textual decoding. 
Intertextuality necessarily complements our experience 
of textuality. It is the perception that our reading of the 
text cannot be complete or satisfactory without going 
through the intertext, that the text does not signify unless 
as a function of a complementary or contradictory 
mtertextual homologue. 
(1990: 57) defmes intertextuality as 
... the web of functions that constitutes and regulates the 
relationships between text and intertext. These functions 
either are fully activated as they are embodied in 
perceived relationships, or they are activated III 
programmatic form, in which case they merely postulate 
an intertext, reminding readers that their response must 
be predicated on the hypothesis that the text requires it, 
showing them how the hypothesis may lead to 
actualisation, and what kind of intertext is to be 
expected. 
According to Fairclough (1992: 84), intertextuality 
... is basically the property texts 
have of being full of 
snatches of other texts, which may be explicitly 
demarcated or merged in, and which the text may 
assimilate, contradict,, ironically echo, and so forth. 
Beaugrande & Dressler (1981: 182) 
do with 
maintain that intertextuality has to 
... the ways in which the production and reception of a 
given text depends upon the participants' knowledge of 
other texts. This knowledge can be applied by a process 
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describable in terms of MEDIATION (the extent to 
which one feeds one's current beliefs and goals into the 
model of the communicative situation ... ): the greater the expanse of time and of processing activities between the 
use of the current text and the use of previously 
encountered texts, the greater the mediation. 
Intertextuality to Hatim & Mason (1990: 241) is "... A precondition for 
the mtelligibility of texts, involving the dependence of one text upon 
another. " They (lbid: 124-25) further argue that texts 
... are always dependent on the prior existence not only of 
clearly identifiable texts but also of general conditions of 
appropriateness that may, for example, govern entire 
genres. Intertextuality III this sense makes it possible for 
us to situate a text in a system of relevant codes and 
conventions. 
This question of virtual intertextuality has been clearly emphasised 
elsewhere by Hatim (1990-91: 83) who sees that mtertextuality does 
not only take the text receiver to an identified specific text, but also 
it ... establishes and regulates the 
interaction of a given text with other 
texts, genres and discourses. " 
The above mentioned definitions of both intertext and intertextuality 
bring to light the most crucial points in the notion of intertextuality. 
They show how intertextuality is seen to be an operation of the mind 
that is obligatory for any textual decoding since the text reading is 
considered to be incomplete if the text receiver does not consult the 
related mtertext(s). They also focus on the question of how both the 
production and the reception of text depend on the participants' 
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knowledge of other texts and how this demands a certain degree of 
competence on the part of the text producer and the text receiver alike. 
They draw attention to the fact that the use of intertextuality is rather 
motivated and that the text producer uses other texts for achieving 
purposes which could be completely different firom those of the 
original. Finally, and most importantly, they refer to the existence of 
two kinds of intertextuality, the actual where specific identified texts 
are invoked, and the virtual where a whole genre, a whole discourse, a 
whole text type are invoked. In the following, all these points will be 
given special attention and will be discussed in more detail. 
3.3. More about Intertextuality 
It has been argued (Altman 198 1) that the linguistic meaning, the 
intertextual meaning and the intratextual meaning are the three sources 
of meaning M the text. The linguistic meaning is the one that is 
derived from the primary language of the text. This level of 
signification is always available in the text regardless of what happens 
during the course of that text. The intratextual meaning is available in 
all texts. It grows out of mtratextual rewriting which involves the re- 
use of some materials which have already been used within the same 
text. To Altman, the intertextual meaning is the transfer of intratextual 
meaning onto another text. In other words, the intratextual meanings 
derived from any text could be transferred to any other text. As fair as 
the linguistic meaning is concerned, there is no a real difference 
between writing and rewriting. For this kind of meaning, violence is 
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violence be it attributed to Indians or to cowboys. For the intratextual 
meaning, the first writing of violence is the first writing which is read 
at the linguistic level, however, the rewriting is read 'in a completely 
different way from the first writing. In other words, the cowboy 
violence implies a kind of paradigmatic relation to the Indian violence. 
The mtertextual meaning shows a different situation in the sense that 
even the first writing is read as a rewriting of previous material. 
Altman's intratextual and intertextual meanings correspond to Hatim & 
Mason's (1990) passive and active intertextuality. In the case of the 
active intertextuality, the intertextual link is very strong. It inactivates 
in the text receiver's mi nd knowledge as well as belief systems which 
take place beyond the text itself. Passive intertextuality, on the other 
hand, is nothing more than the internal coherence within the text itself 
Contratextuality is the third kind of intertextuality which has been 
distinguished by Hatim. & Mason. Contratextuality occurs when a text 
producer systematically uses his opponent's discourse for the 
achievement of his own purposes. For example, a politician could use 
some elements from the discourse of the ideology of his opponent in 
order to deprive it of what it originally stood for. By this, the text 
producer suppresses the ideology of his opponent. This could be 
achieved through playing on words. 
The question of passive and active intertextuality has also been 
touched upon by the Russian (Rusinko 1979) who differentiate 
between 1) identifying elements which obtain their semantic value 
from the context itself, and 2) identifying elements which obtain their 
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semantic value from what they call the subtext. In the first case, a 
given structural element is motivated by other elements which occur in 
the same text. This makes us conclude that only one text producer is 
involved in such a case, that the text receiver does not have to go out 
of the current text in order to be able to interpret that text, and, more 
importantly, that, in this sense, the concept of intertextuality has been 
widened to include not only re-used elements in the same text but also 
the structure of the text and how structural elements are related to each 
other giving motivation to the existence of each other within one and 
the same text. 
In the second case, however, a given structural element is motivated 
by other texts, i. e. the subtext. Subtext is defted by Taranovsky 
(Rusinko 1979: 216) as the ".. already existing text (or texts) reflected 
in a new one. " In this case, the existence of a given element is 
motivated by another element which does not occur within the same 
text but rather outside the text; in the subtext. More than one producer 
participates in the production of the text, and the text receiver's 
knowledge of other texts is badly needed for the full comprehension of 
that text. In both kinds of identification there is a guessing game 
played by the text producer for the activation of the textreceiver. 
To some intertextuality theorists (e. g. Frawley 1985), intertextuality 
undermines truth in the sense that one can never speak about the truth 
of a text for the follo wing reasons: 1) no one meaning could be 
discovered in the text since different text receivers bring to the same 
text different knowledge of other texts, and 2) the text has neither a 
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beginning nor an end in the sense that the process of interpretation 
could go on and on. In other words, the text could always acfivate 
other texts which have been produced before and after its production. 
The text, because of the intertextual connections it has, disseminates 
meanings which it has collected and which it enacts. Thus, texts 
cannot be considered as either true nor false. 
According to Riffaterre (1974), humour and intertextuality could 
sometimes become inseparable when discrepancy occurs between the 
expectations of the text receiver, which are raised by the title of the 
text for example, and what the text receiver actually encounters 'in the 
text. The elements which take place in the influenced text seem, to the 
text receiver, to be deviant components of the lexicon of that text. A 
good example of this is the following advertisement which occurred on 
December the Ist 1994, in the Herald and Post newspaper: 
WANTED DEAD OR ALIVE! 
TV's, Video's, Microwaves etc. also electrical items, 
cd's, video tapes, computers. Spot Cash Paid Tel 
0860126136 
In this advertisement, the humorous effect stems from the 
contradiction which takes place between the reader's expectations 
aroused by the title and the text itself The phrase "wanted dead or 
alive" is alien to the lexicon of the text for the simple reason that it 
gives the reader the impression that the current text has to do with a 
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police announcement concerning a wanted criminal, while what Is 
really wanted are electrical items, be they in a bad or a goodcondition. 
This example illustrates the way a given genre (advertisement) hijacks 
the lexicon of another genre (a wanted criminal announcement) for the 
achievement of humorous effects. Hijacking between different genres 
is not restricted to the level of lexicon, however. It could take place on 
other levels such as structure for example. Moreover, humour is 
neither the only text producer's attitude that could be reflected through 
this device, nor is it the only effect meant to influence the text 
receiver. The issues concerning how some elements could be hijacked 
from one genre and used in another, the levels on which this hijacking 
occurs, the attitudes which are meant by this device on the part of the 
language user, the responses which are expected on the part of the text 
receiver, and other important and relevant questions will be the main 
concern of the following chapter. 
As stated earlier in the definition section, intertextuality is the whole 
prior knowledge which is needed for any text in order to be 
meaningful. It is an obligatory operation which is based on two basic 
assumptions. The first has to do with the fact that a certain text is 
related, actually or virtually, to other texts, and the second has to do 
with the intertextual competence of both the text producer and the text 
receiver. In the following, I shall deal with the former assumption first 
while the latter will be dealt with later on in this chapter. 
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3-3.1. Relating Texts to their Intertexts 
The importance of relating the text in question to other appropriate 
texts, i. e. the intertext, has been emphasised by all intertextuality 
theorists who unanimously agree on the fact that the whole meaning of 
the text will be put to a real danger if the text receiver fails to relate 
the text he is dealing with to its suitable intertext. 
R -r-c- ý itia-terre (1985) emphasises the fact that a text could by no means 
realise its own identity if its receiver does not relate it to its intertext. 
It is only when the text is related to its intertext that the fornier begins 
to be interpretable as one unit of significance. 
For Culler (1976), the question of how texts are related to each other 
does not rule the text producer's innovation out. A text must say 
something which nobody has ever thought about or read before. At the 
same time, this text must be related to what one has read or thoughtof 
in the past. The text, within the context of what is already known 
should offer modifications or elaboration. For a text to be significant, 
it needs to have a relationship with a body of discourse which has 
already taken place. This means that the text is rendered both 
significant and intelligible by the whole body of the discourse which 
already exists. 
Intertextuality is seen by Barth (Miller 1985) as a citation where a 
fragment of discourse is "accommodated" or "assimilated" by another 
text, i. e. the influenced text. This makes the intertext look as obtaining 
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two separate identities. The first identity has to do with an independent 
text which works in its own right and which could be unknown, 
forgotten and even lost, and the second identity has to do with a 
version that is assimilated or accommodated and that is embedded in 
the influenced text. 
Frawley (1985) argues that all texts take place in an inescapable web 
of other texts. A web of everything else which has already been 
articulated or will be articulated in the future. There is 4 merger 
between textuality and intertextuality In the sense that text is an 
intertext. 
tntertextuality usually produces a surface meaning which is nothing 
but a first step in the long way of a full understanding of the text. 
Through very carefully and well placed clues, the text producer 
obliges the text receiver to reread the text in order to discover the 
unexpected dimensions of new and wide meanings which are not 
found in the surface meaning of the text and which arrive to the 
current text firom echoes outside that text. In that case, the text 
receiver's main task is to recall the sources ftom where thes6 echoes 
originally come. This makes the text receiver play a role that is 
creative and active and changes the act of reading into an act of 
discovering through language higher levels of meaning. This justifies 
why the first reading of a given text is unsatisfactory and even 
incomplete and why the text receiver has sometimes to re-read the text 
in the process of looking for its full meaning (Riffaterre 1990). 
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Riffaterre (Morgan 1985) believes that although text is demanding, yet 
it is a guide for its receiver. In a rather compulsory manner, the text 
pushes the text receiver, through the strong traces left by the mtertext,, 
towards the specific and the relevant intertexts and consequently 
towards the right interpretation and decoding of the message. 
Riffaterre (1990) sees these traces as particular specialised signs which 
could unmediately stand for the intertext., point to its location and 
uncover its identity. 
These signs are words and phrases which have two functions. On the 
one hand, they indicate a problem in the text, an ambiguous or 
incomplete utterance for example, which cannot be solved but by an 
intertext. On the other hand, they direct the text receiver to where he 
should be looking for the solution. These lexical or phrasal features 
are both the problem and the solution. In other words, they are a 
problem when seen from the text and a solution when their intertextual 
side is discovered. Thus, they equally belong to the text as well as to 
the intertext, linking both of them to each other and signalling in both 
of them the existence of their complementary traits. These are what 
Riffaterre calls connectives (Riffaterre 1990). 
The main task of these connectives is to join the sign systems of both 
text and intertext into new semiotic clusters. By this they make the text 
free ftom dependence on usage and existing conventions and help it to 
have a signifying strategy that is unique to that particular text 
(Riffaterre 1990). Riffaterre (1984) emphasises that these connectives 
oblige the text receiver to recognise that the text makes sense only by 
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reference to meanings which do not take place in the verbal context 
but rather within an intertext. The existence of the lexical connectives 
in a given text makes the perception of intertextual reference 
something obligatory and unavoidable. Thus, when the text receiver 
faces some anomalous components which are actually deviant from 
the lexicon of the current text, he feels obliged to look for the reasons 
outside the text in order to find the answer. Once the answer is found, 
nonsense vanishes from the text. Identifying these components takes 
place when they appeal to the text receiver's memory forcing him to 
retrieve another text where these same components occur. The text 
receiver, however, is not always able to identify this othertext. 
Y-d. 
mtertextuality makes the text able to represent pairs of opposites at 
one and the same time. The first item of these pairs is related to the 
intertext. These pairs of opposites are conventions and the deviation 
from these conventions, tradition and novelty, and something which 
has already been said and its negation or transformation (Riffaterre 
1984). This idea could be very well illustrated if we go back to my 
earlier example (Wanted Dead or Alive). The intertext of this phrase 
(the genre of the wanted criminal announcement) is the convention 
and the norm. It is the natural habitat where this phrase is always 
expected to occur without even being noticed. In the current text, the 
place is no longer the natural habitat. It is rather the deviation fromthe 
norm and the convention, where tradition starts to be replaced by 
novelty and where the phrase, on its way to the new habitat, collects 
extra meanings that have not been intended in the original intertext. 
This is how intertextuality simultaneously represents opposite pairs. 
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The episode is not over yet, for this issue will be re-tackled in the 
following chapter where the case of the original text (the ntertext) will 
be called the static while the case of the current text will be called the 
dynamic. 
Intertextuality also modifies the whole text. It takes a whole text to 
compensate for the disappearance of the s uppressed intertext, and to 
transfer to the current text a significance that is brought from the 
intertext. It is outside the current text, i. e. in the intertext, that the most 
essential component of the current text and the key for the 
interpretation of its significance should be looked for and found. This 
answers the question why the recovery of the intertext is a process that 
is imperative as well as inevitable (Riffateffe 1990). 
The intertextual reference, as Hatim & Mason (1990) argue, could take 
place on different levels ranging from the word, phrase, clause and 
clause sequence into the levels of text, genre and discourse. An 
important characteristic of the intertextual signals is, in the words of 
Hatim & Mason (1990: 133), 
... that they are all tangible elements 
in a- text. They do 
not constitute the intertextual reference as such but are 
crucial pointers to it... 
Fairclough (1992) believes that intertextuality of texts makes the 
process of interpreting the text a rather complicated matter. The text 
receiver, in order to make sense of the text, has to find ways forfitting 
the different elements of a given text into a whole that is coherent, 
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determinate as well as ambivalent. Fairclough does not see coherence 
as a property of text but rather as a property that is imposed on text by 
its interpreters. Since the text is dealt with by different *interpreters 
including the producer himself, there could be a different coherent 
reading of one and the same text. Coherence of text depends on those 
assumptions which the interpreter brings along with him to the process 
of interpretation. Thus, Fairclough is against the idea that coherence 
should be understood m an absolute, logical sense. For him, 
... a coherent text hangs together sufficiently well for 
present purposes as far as the interpreter is concerned, 
which does not preclude indeterminacy and ambivalence. 
(1992: 134) 
3.3.2. Identification of Intertextuality 
The stages through which the text receiver should go in the 
identification of the intertextual signal and in relating it to its 
appropriate intertext have been seen in a more or less similar manner 
by intertextuality theorists. 
Hatim & Mason (1990) describe these stages as follows: the 
influenced text contains an mtertextual signal that could be a word, a 
phrase, a clause or a clause sequence. This intertextual signal takes the 
text receiver to a word, a phrase, a clause, a clause sequence or a text 
on the one hand, or, on the other hand, it takes him to a genre, a 
discourse or a text type which he has already encountered in a pre- 
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text. Idenfifying the intertextual signal is the first task for the text 
receiver to carry out. The text receiver should then embark on tracing 
the ways through which the intertextual signal and its pre-text link 
together. Pre-texts are defmed by Hatim & Mason (1990: 134) as 
"... the sources from which intertextual signals are drawn, to which 
they refer, or by which they are inspired. " The intertextual space is the 
serniotic space which has to be traversed by the text receiver in an 
attempt to trace a given intertextual signal to its pre-text. It is in this 
intertextual space where the text receiver makes assessments of the 
senuotic status of the intertextual reference. 
tn the process of reconstructing and interpreting the intertextual 
relationships between texts, Ben-Porat (Rusinko 1979: 230) has offered 
the following stages which are similar to those suggested by Hatim & 
Mason: 
... (1) recognition of the allusion marker 
(i. e., the 
quotation), (2) identification of the evoked text, (3) 
modification of the local interpretation of the signal 
(consideration of the significance of diverse contexts), 
and (4) activation of the evoked text as a whole in an 
attempt to form the maximum intertextual pattern. 
Miller (1985) argues that the main strategy of the text receiver is to 
establish a necessary relationship between texts. If the source of 
influence is acknowledged by the producer of the influenced text, then 
studies take the form of what is called demonstration. The task of 
these studies is to clarify the degree of debt. If the source of influence 
is not acknowledged by the producer of the influenced text, then the 
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strategy is to provide evidence that the two texts are related to each 
other by necessity. This kind of strategy is done through juxtaposition 
of lexical, semantic, and syntactic features. The second stage comes 
the moment authorial intentionality has been established. This stage 
has to do with establishing difference between the texts. Here, the 
rigour of synonymy is replaced by that of antonymy. At this moment, 
the task is to show the originality of the producer of the influencedtext 
and to re-establish the integrity of that text. Once the elements have 
been proved to be intentionally borrowed, they must also be shown to 
have been successfully appropriated by the influenced text so that this 
text functions as a new organic whole which is not dependent on prior 
associations. At this point, the originality of the producer of the 
influenced text has been established. 
So far, I have been trying to discuss the three issues: text; intertext; 
and intertextuality. Special attention has been given to relating texts to 
their appropriate intertexts and to the importance of this process for 
the achievement of a full understanding and a successful interpretation 
of the text. I have also dealt with the stages through which the text 
receiver should go in order to decode the messages sent to him by the 
text producer. In the followMg, I shall move to a crucial point which 




3.3.3. Types of Intertextual Relations 
Speaking about intertextuality would inevitably involve speaking about 
the two main types of intertextuality, that is the actual and the virtual. 
In other words, it involves discussing how texts could be related to 
each other either actually or virtually. In the former case, reference is 
made to a specific text requiring the text receiver's knowledge of that 
specific original text. In the latter, on the other hand, the reference 
made is so general that it brings the sense of a whole genre, discourse 
or text type. 
The distinction between what is actual and what is virtual has been 
emphasised by Riffaterre (1990) who believes that speaking of 
knowing an intertext involves the distinction between the actual 
knowledge of the content as well as the form of that intertext and a 
mere awareness that such an intertext takes place somewhere and can 
be eventually found. The text receiver becomes aware that there is 
something missing III the text he is dealing with such as a gap which 
has to be filled, a reference to a referent that is not yet known to him 
and that has still to be discovered. His awareness that there exists a 
latent intertext is enough to indicate location where this intertext is 
becoming manifest eventually. In fact, this is considered to be the text 
receiver's minimal response. 
The following two sections will deal with the actual (plagiarism, 
quotations, allusions, irony) and the virtual intertextuality 
(intertextuality via genre, discourse, text type). It is worth mentioning 
109 
Intcrtcxtuality 
at this stage that a specific kind of intertextuality via genre, where a 
given genre contains generic signals hijacked ftom another completely 
different genre, will be subjected to a detailed study and illustrated by 
examples in the coming chapter. 
3.3.3.1. Actual Intertextuality 
Some intertextuality theorists (e. g. Bloom in Culler 1976) Misist on 
narrowing down the notion of intertextuality to the actual level. They 
advocate the kind of intertextuality which only takes care of the 
relationship between a given text and a particular precursor text. In 
this kind of intertextuality, the precursor texts are the ongins which 
indeed have the absolute intertextual authority. 
Riffaterre (Miller 1985) distinguishes what he calls obligatory 
intertextuality. This kind of intertextuality imposes some important 
constraints on the connections which the text receiver makes III his 
choice of the intertext. In this kind of intertextuality, the text receiver 
is encountered with an unresolved aspect of the text's interpretation 
and he finds himself obliged to look for a specific intertext in order to 
have this problem solved. This intertext is signalled and specified by 
traces appearing in the influenced text. 
Actual intertextuality is what Fairclough (1992) calls manifest 
intertextuality. In this kind of intertextuality, the intertextual relations 
of texts are made to other specific texts. These other texts are present 
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in the influenced text in a very explicit manner. They are, most of the 
time, explicitly marked or cued by features which are on the surface of 
the text, such as in the case of quotation marks. 
Genette (Morgan 1985) restricts the use of the tenn intertextuality to 
the presence of one text in another. He divides it into three 
subcategories, namely quotation, allusion and plagiarism. Quotations 
are the most explicitly marked kind of intertextuality, allusions are the 
most implicitly marked kind, and plagiarism is somewhere between 
quotation and allusion in the sense that it is marked by chunks of 
textual boffowmg. 
Since there is not much to say about plagiarism other than that it is a 
kind of theft of textual chunks from the texts of other producers, 
attention will be centred on quotations and allusions in addition to 
irony which is a kind of actual intertextuality distinguished by 
Faffclough (1992). 
1. Quotation 
Quotations can be very easily traced since they are associated with the 
knowledge of the source from where they are taken. Morawski 
(1970: 691) defines quotation as 
... the 
literal reproduction of a verbal text of a certain 
length..., wherein what is reproduced forms an integral 
III 
Intertextuality 
Part of some work and can easily be detached firom the 
new whole in which it is incorporated. 
Hebel (1989) argues that a quotation has the capability of opening a 
deep dimension. A quotation not only refers to the original context 
from where it is taken, but also evokes in the mind of the text receiver 
the whole quoted text, the author of the text, his other works, and 
even the period in which the text was produced. 
Quotations are what Fairclough (1992) calls discourse representation. 
In such a kind of intertextuality, a text mcorporates parts of other 
texts. In the case of the direct discourse representation, the words 
represented are in quotation marks and the tense is that of the 
utterance. Thus,, the exact words of the reported person are used and 
there are very clear boundaries between the voice of the reporter and 
that of the reported person. In the indirect discourse representation, the 
voices of the reporter and the reported persons are not very clearly 
demarcated and the words are not the exact words of the reported 
person but rather those of the reporter. 
The Soviet approach to intertextuality (Rusinko 1979) emphasises that 
once quotations are transferred into their new environment, they leave 
behind the thematic connotations of their ex-context. In other words, 
there is not necessarily any thematic correspondence between the use 
of the quotation in the influenced text and its use m the original text. 
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Morawski (1970) sees that literalness and discreteness are the most 
important features of quotations. Literalness is something to do with 
the fidelity as well as with the accuracy of the quotation. Discreteness, 
on the other hand, has to do with the appearance of the quotation 
between inverted commas. Quotations are considered as semantic 
portions used to perform particular ftnictions in new semantic 
structures. It is through the quotation that the text receiver could 
examine the relationship between the original text from where the 
quotation has been taken, and the work which has borrowed that 
quotation. 
Quotations are not only considered as semantic portions but also as 
senuotic ones. Semiotic portions because they belong to the past and 
they operate within certain situational contexts, express some specific 
intentions on the part of text producers to be consumed in accordance 
with particular text receivers' needs (Morawski 1970). 
Morawski (1970) argues that quotations have a number of fimctions 
which might intermingle sometimes, Appeal to authority is one of the 
most important functions of quotations. In this sense, quotations are 
used by text producers as devices for avoiding independent thoughts. 
By resorting to quotations, the text producer, instead of giving his own 
opinion or reasons for this opinion, gives a view which is not assumed 
to need any substantiation. 
The erudite fimction is the second important fimcfion of quotations. In 
this case, the producer of the influenced text presents the most 
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important ideas of the author under review. This could be either fitted 
in the body of the text or as a footnote. Opting for the former means 
that text producers are inviting their subjects to speak for the reviewed 
author dealing with his propositions as the basis on which their 
interpretive argument is built up. Opting for the latter, on the other 
hand, means that text producers see that recapitulating the ideas of 
somebody else is more effective since by that they give their discourse 
a greater coherence. This kind of quotation is used as evidence and it 
should be done aptly and briefly. Aptness means capturing the most 
important ideas of the author concerned with less direct reference. 
This aptness depends on the context M which the quotation occurs. In 
other words, if quoting is made for a purpose other than the 
presentation of the author's opinions on a certain subject, then the text 
producer chooses particular passages which have to do with the 
investigation he is doing. This kind of function is called stimulative- 
amplificatory. In this kind, the aim of the producer of the quoting text 
is to make the quotation function as if it was a part of his own 
arguments for reinforcing the terms in which he poses the problems he 
is tackling or the answers he is advancing. 
Ornament is another important function of quotation. Here, a quotation 
is a kind of display of the knowledge that is obtamed through wide 
reading. The difference between this function and the erudite one is 
that the latter is meant to be a faithful communication of the views of 
the quoted person for the sake of endorsing and developing them or 
rebutting them. The former, on the other hand, is an intellectual 
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conceit which does not always have to make any pretence of accuracy. 
As a matter of fact, the quotation of ornament function could be really 
marginal to the quoted person's Views. The potentials of this quotation 
show up In the quoting context but not in the original context where it 
might even be unobserved. In this case one can very clearly see the 
semiotic nature of the quotation and its dual semantic nature, that is 
literalness because of its original structure and more or less submission 
to the structure of the influenced text. The quotation's literalness is a 
characteristic of all the above mentioned functions. However, what 
differs is the place of the quotation in the new structure. In the erudite 
function, the quotation is clearly detached. In the ornamental function, 
it is absolutely absorbed. In the authoritative function, it is 
unchallengeable. In the stimulative-amplificatory function, it is 
considered to be a kind of pegging for new intellectual constructions. 
Timencik (Rusinko 1979) discusses the various dialogic relationships 
which take place between quotation and source text on the one hand 
and between quotation and the quoting text on the other. Indirect 
quotations could be antonymically related to the source text, expressed 
from a different perspective, or changed, on purpose, to the extent that 
they are no longer recognised. In the case of direct quotations, we have 
pieces which are quoted from an alien text for its relation with another 
part of the quoting text. A quotation could also have more than one 
source. It is not rarely the case where we encounter quotations taken 
from different text producers and combined in one text presenting a 




The second kind of actual intertextuality is allusion. It is seen by 
Beaugrande & Dressler (1981) as one of the most important kinds of 
intertextuality. It occurs when a reference is made to a specific well- 
known text. The text producer has the choice to draw upon any 
available prior text, however, referring to well-known texts is more 
appropriate in the sense that they are more readily accessible to the 
text receiver than other texts. 
Allusions could be considered as implicit Intertextuality since they are 
sometimes very elusive. Hebel (1989) considers allusion as an indirect 
reference to another text, to history, to a certain character, etc. The 
first stage of actualising a given allusion and its evocative potentials is 
the recognition of an element that occurs in a given text as a signal 
referring to another independent unity. The text receiver's task is the 
identification of the evoked text. At that stage, he could reconsider a 
modification of the initial local interpretation of the passage 
concerned. Finally, the text receiver embarks on, to put it in the words 
of Hebel (1989: 7), 
... 
(the) activation of the evoked text as a whole and of a 
theorefically limitless range of assocýations in an attempt 
to form a maximtun of intertextual. patterns. 
The text receiver's active role appears very clearly III the process of 
actualising the given text and its allusions. The task of allusion signals 
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is somehow limited. They take the text receiver to some specific points 
of reference which take place outside the text. In the final analysis, 
however., it is the text receiver's task to collect information about the 
text or the evoked person. It is on this collected information that 
appreciation of the allusion and the alluding text basically counts. 
Irony 
The third kind of actual intertextuality is irony. Irony is seen to be 
saying something but meaning another. Fairclough (1992), however, 
does not seem to be satisfied with such a definition of irony. He 
believes that such a definition is neither useful nor satisfactory for the 
siMPle reason that it does not take into consideration the intertextual 
nature of irony. It neglects the fact that an ironic utterance echoes the 
utterance of someone else. In other ' words., utterance A echoes 
utterance B, but there is a difference between the meaning the 
producer of utterance A gives III echoing utterance B and the real 
function of utterance A in expressing a kind of negative attitude 
towards utterance B. The main task of the text receiver is to recognise 
that the meaning of the echoed text is not really the meaning of the 
producer of text A. This recognition could actually be based on some 
different factors: 1) a clear mismatching between the apparent 
meaning and the situational context, 2) some clues in the speaker's 
tone in the case of verbal texts, 3) putting some words between 
inverted commas in the case of written texts, 4) the text receiver's 
knowledge of the text producer's beliefs, values, etc. 
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3.3.3.2. Virtual Intertextuality 
Some intertextuality theorists (e. g. Culler 1976) are against restricting 
the intertextual domain to the level of speaking about specific 
identified works to which the influenced text takes. They advocate a 
notion of intertextuality which goes beyond the study of identifiable 
sources and which shows more interest in what is virtual than *in what 
is actual. They believe that the connection which the text receiver 
establishes between the influenced text and a range of other pertinent 
texts is unlimited. This means that if we are keen on giving 
intertextuality its due, we must concentrate on conventions rather than 
on source study and on specific precursor texts. 
Intertextuality via genre, discourse and text type are the three main 
types which have been identified in the domain of virtual 
intertextuality. The question of how these genres, discourses and text 
types could be manipulated for the achievement of purposes which are 
different from those really meant in the original texts has been quite an 
important issue for intertextuality theorists who believe that genres, 
discourses and text types are not always dealt with in a straightforward 
manner. As a matter of fact, the text producer could reaccentuate them 
through using them ironically, parodically, or reverently, or he even 
might MIX them in various ways (Bakhtin in Fairclough 1992). 
Fairclough (1992) argues that mtertextuality has to do with the 
productivity of texts. It shows how texts are able to transfonn prior 
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texts and make a restructuring of the existing conventions, i. e. genre 
and discourse, in order to generate new ones. Fairclough uses the term 
constitutive intertextuality to refer to the kind of intertextual relations 
that are made to conventions. Constitutive intertextuality has to do 
with how a discourse type is being constituted through combining 
elements of orders of discourse. As will be clear from the following 
few paragraphs, Fairclough widens the term discourse to include genre 
and text type. This means that Fairclough's notion of intertextuality via 
discourse involves intertextuality Via both genre and text type. 
According to Fairclough, the principle of interdiscursivity, or 
constitutive intertextuality, applies at different levels, that is, the 
societal order of discourse, the discourse type, the institutional order 
of discourse, and those elements which form discourse types. The 
elements which combine in the formation of discourse types are 
diverse. They range from turn-taking to vocabularies, politeness 
conventions, etc. To put it in the words of Fairclough (1992: 124), 
... it is possible to classify the elements which make up 
orders of discourse, and which are open to articulation III 
discourse types, in terms of a small number of major 
types, of which particular vocabularies, tum-taking 
systems and so forth are properties. Widely-used terms 
for these types include 'genre', 'style', 'register', and 
'discourse'. Thus one can talk of 'interview genre, 
'conversational style', 'the register of cookery books', or 
'scienfific medical discourse. 
A genre, for Fairclough, not only implies a specific text type, but also 
a specific process of producing, distributing as well as consuming 
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texts. This means that a news report and a poem, for example, are not 
different only because they belong to two different kinds of texts but 
also because they are produced in different ways, that is, the former is 
a collective product while the latter is an individual product. 
Moreover, the two genres have different kinds of distribution and are 
meant to be consumed in different ways. 
Genres have a tendency to be associated with a particular style, though 
they are most of the time compatible with alternative styles. An 
interview, for example, could be formal as well as informal. Style 
could vary according to tenor, mode, and rhetorical mode. Tenor has 
to do with the kind of relations between participants in the interaction. 
Mode has to do with written, spoken, etc. Rhetorical mode has to do 
with tenns such as argumentative, descriptive and expository 
(Fairclough 1992). 
Discourses seem to be the most autonomous of all other kinds of 
elements. In other words, although there are some constraints of 
compatibility between certain genres and certain discourses, yet a 
discourse such as techno-scientific medical discourse is standardly 
associated with a group of genres such as lectures, scientific articles, 
etc. This discourse can also appear in all kinds of other genres, suchas 
the conversation, etc. (Fairclough 1992) 
Culler (1976) sees that intertextuality makes the text appear as a kind 
of dialogue with other texts in the sense that it relates it to a whole 
series of other texts, dealing with them as constituents of a genre 
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rather than as a source. His main argument lies in that the importance 
of intertextuality derives from the fact that intertextuality takes care of 
how a given work participates in a discursive space and its 
relationships to the codes of lost origins which are conditions of 
possibility for forthcoming texts. On this basis, Culler makes the 
distinction between what is intertextual and what is source-hunting 
and emphasises that the study of intertextuality, contrary to what it is 
traditionally thought, has not to do with investigating sources and 
influences. 
To read, in the notion of intertextuality, is to put the work we are 
reading Ma discursive space, relating it to both other prior texts andto 
that space. Writing is an activity that is very similar to reading. It is a 
taking up of a place in a discursive space. Thus, what makes writing 
and reading possible is not one single precursor action which works as 
origin, but rather a wide series of acts which are both identifiable and 
lost, which fiinction together in order to make language, conventions, 
and discursive possibilities (Culler 1976). 
Hatim & Mason (1990) suggest a number of levels within which 
intertextual reference should be seen. They (lbid: 132) argue that 
A convenient methodological device for handling 
intertextuality would be a hierarchy building up from the 
word, phrase, clause and clause sequence..., and 
reaching the levels of text, discourse and genre... 
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By this, Hatim & Mason confirm that the existence of clearly 
identified texts is not always a prerequisite for the validity of 
intertextuality and that intertextuality, through some intertextual 
signals, could take the text receiver to an area governed by a whole 
genre, a whole discourse or a whole text type. Thus, it is through 
intertextuality that we are able to perceive the relations which take 
place between a discourse, a genre, a text type and other related 
discourses, genres and text types. 
In order to achieve a subtle unchallengeable argument, and in order to convey 
an attitude, the language user resorts to a kind of intertextual generic 
Injacking. In other words, he hijacks some elements from one genre and 
infiltrate them in another completely different genre. Such a kind of virtual 
intertextuality can take place at the levels of phonology, morphology, syntax, 
semantics,, lexicon and/or structure and can be located at the rank of a word, a 
phrase, a sentence or a whole text. The hijacked intertextual signals invoke in 
the text receiver's mind, in addition to the relevant genre, the original social 
occasion where the relevant genre occurs, the original participants who play 
roles in the original social occasion, the goals of those original participants, 
the original meanings associated with the original genre, etc. This kind of 
virtual intertextuality can be seen in the following example which will be 







In this exwnple, the text producer is hijacking both the language and 
the structure of the public announcement genre in order to relay an 
ironical attitude towards the Jordanian TV. It is the main aim of the 
coming chapter to study in detail this special kind of virtual 
intertextuality and the best way to preserve its potentials in translation. 
3.3.4. Intertextuality, Presupposition & Implication 
Presuppositions are propositions which are taken by the 
producer of the text as already established or 'given' 
and there are various formal cues in the surface 
organization of the text to showthis. 
(Fairclough 1992: 120) 
A presupposed proposition is a way of incorporating the others' texts. 
In many cases, the other text is not a text that is individually specified 
or identifiable but rather an unclear text which corresponds to a 
general opinion (Fairclough 1992). 
Fairclough (lbid) draws attention to a special case which occurs within 
the intertextual account of presupposition. In this case, the 
presupposed proposition is something that is taken for granted by the 
text producer and that can be interpreted in terms of intertextual 
relations that take place with previous texts of the text producer. 
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Sometimes, a proposition is asserted somewhere in the text and then 
presupposed in the rest of it. Presuppositions could be manipulative as 
well as sincere in these two cases. In other words, the text producer 
could present a proposition insincerely with some manipulative 
intentions in mind. Presuppositions are so effective in the 
manipulation of people since they are very difficult to be challenged. 
Fairclough also focuses on how negative sentences have particular 
kinds of presupposition which also have intertextual. finictions 
incorporating some other texts for the sake of rejecting them. Negative 
sentences presuppose that some positive propositions took place in 
some other text. I Didn't Murder Squealer! a headline which 
appears In The Sun newspaper, presupposes the proposition that the 
person who is saying that is accused of murdering a squealer in some 
other text (Fairclough 1992). 
Miller (1985) differentiates between presupposition and implication. 
He argues that a presupposition assumes an order that is prior to the 
focal point of utterance through the establishment of a prior condition 
for its validity. Implication, on the other hand, comes afterwards since 
it is an inference that is made and supplied by the text receiverandnot 
an important part of the linguistic component of the utterance. To 
illustrate this idea of implication, Miller gives the following sentence 
as an example: "pay me extra money and I'll take on the job" where "if 
you don't pay me extra money I won't take on the job" is the only 
assumption that the interlocutor would make. If this is incorrect, then 
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the interlocutor expects the speaker to make himself clear through 
providing him with a supplementary sentence. 
On the basis of this differentiation, Miller makes the argument that in 
the establishment of a plausible mtertextuality, the choice of an 
intertext should be seen as implication and not as a presupposition. As 
a result of his intertextual interpretation of the text, the text receiver 
infers a pertinent intertext which is the one he selects from his 
repertoire and which seems to be addressing itself to the current 
intertextual problem he is facing. This selection is not based on the 
grounds of a personal whim but rather, to some extent, iirnposed by 
some constraints which exist in the text itself. This means that the text 
receiver is engaged in the text prior to his selection of the intertext. 
For Miller, the choice of the intertext functions as a supplement that 
the text receiver brings along for facilitating the additional meanings 
of the text. At this stage, a distinction must be made between the 
implications of a given utterance and its interpretations which 
absolutely depend on the context where this utterance takes place. It is 
only through the context that we can make sure that a given utterance 
is understood in a certain way and not in another. Here, a distinction 
should be made between an assumption that could be inferable ftom 
the semantic content of the utterance, and another kind of assumption 
which can be inferred only in the exceptional circumstances where a 
particular speaker and receiver are able to generate other meanings 
which are only available to them and pertinent to their context. On the 
basis of this argument Miller makes a distinction between a plausible 
125 
Intertextuality 
notion of intertextuality and the aleatory intertextuality. The former 
depends on this notion of implication, while the latter absolutely 
depends on private and personal associations of a particular text 
receiver. 
3.3.5. Changes Entailed by Intertextuality 
The question of how the words of others are reworked in the quoting 
text has always been the focus of the notion of intertextuality. In the 
light of the current text, the original text is seen in a different way. An 
interplay between the past and the present takes place and the past is 
interpreted, redefined and modified. This interplay has to do with how 
the past is changed by the present and how the present is changed by 
the past. The original is changed in the sense that it is not presented 
the way it was originally done and it appears to be new and old at the 
same time. 
Morgan (1985: 22) sees that Kristeva's most important contribution to 
the notion of intertextuality lies in 
... the idea that an intertextual citation 
is never minocent 
or direct, but always transformed, distorted, displaced, 
condensed, or edited in some way in order to suit the 
speaking subject's value system. 
Bakhtin (Fairclough 1992) discusses how we assimilate, rework and 
reaccentuate the words of others. He argues that texts not only draw 
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upon the existing convenfions, i. e. genre and discourse, in a 
straightforward manner, but they also might, in the words of 
Fairclough (1992: 103), 
... 'reaccentuatel them by, for example, using them 
ironically, parodically, or reverently, or may 'MIX' them 
in Various ways. 
Morgan (1985) differentiates between what he calls influence, i. e. the 
positive intertextual relation between two texts, and inspirati-on, i. e. 
the negative intertextual relations. By the latter he refers to the text 
where the text producer imitates or borrows some features from 
another text or set of texts but he, in the process changes or transforms 
these features in a way that they become suitable to the characteristics 
of his own text. He argues that there is a third factor that is not taken 
into consideration neither by positive nor by negative intertextual 
relations. This factor is co-operative in both kinds of relations and it 
has to do With the positive or negative intertextual relation which 
exists among earlier and later texts which are produced by one and the 
same text producer. 
Hatim & Mason (1990) believe that a text should never be looked at as 
merely a kind of amalgamation of bits of many other texts, nor should 
intertextuality be regarded as a mere occasional reference to another 
text. The text producer, in fact, uses intertextuality for some purposes 
in mind. The intertextual relationship between texts has a motivated 






the text producer is 
In other words, through 
doing more than quoting 
somebody. Indeed, he is using this somebody for the fulfilment of his 
own purposes. In the process, the utterance carries new values. In the 
words of Hatim & Mason (1990: 129) 
The intertextual. process of citation, then, is not simply a 
question of association of ideas, something that is 
subjective and arbitrary. On the contrary, it is a 
signifying system which operates by connotation. It 
requires a social knowledge for it to be effective as a 
vehicle of signification. Each intrusion of a citation in 
the text is the culmination of a process in which a sign 
travels from one text (source) to another (destination). 
It is m the intertextual space, that is, the area which is traversed 
between texts, that the sets of values which are attached to the sign are 
modified. In other words,, the semiotic value of the source of the 
citation passes through transfonnation. in order to adjust to the new 
environment it is travelling to. Hatim & Mason (1990: 137) argue that 
... what actually gets transferred is a sign that 
has brought 
with it across semiotic boundaries its entire discursive 
history including new sign values which it has gathered 
on the way. 
Thus, in the process of travelling from one text into another, the 
intertextual signal loses a lot of its original values and gains score s of 
additional values which have never been meant in the original. The 
following chapter will deal with a particular kind of genre via 
intertextual ity where generic signals are hijacked from one genre and 
128 
Intertextuality 
used in another different genre. The areas which basically undergo 
remoulding during the intertextual operation will be studied in detail. 
These areas are: 1) the position of the sign (moving from the static to 
the dynamic), 2) the function of the original genre, 3) the attitude of 
the original text producer, 4) the original social occasion, and 5) the 
textual, the social and the participatory roles of the original 
participants. All these areas will be studied carefully and illustrated 
with examples from both English and Arabic. 
3.3.6. Intertextuality, Text, Text Producer & Text Receiver 
The text receiver has been given special attention by the studies 
conducted in the domain of intertextuality. In the process of 
interpreting the text, the text receiver is seen to be as creative as the 
text producer himself. He is required to have a particular degree of 
knowledge and competence in order to be able to understand fully the 
intertextual dimension of the text he is dealing with. The kinds of 
knowledge which the text receiver must have are related to culture, 
linguistics, knowledge of other texts, etc. The lack of a minimum 
expected degree of knowledge and competence will inevitably 
jeopardise the overall meaning of the text. 
A text cannot exist as a self-sufficient whole for two reasons. First, 
before creating his text, the text producer is a receiver of other texts 
and therefore his work is inevitably affected by these other texts. This 
influence of the past might range from the most conscious and 
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sophisticated one to the scholarly use of sources such as in the case of 
quotations. Secondly, the text is available through some process of 
reading. That is, what happens to be produced at the time of reading is 
due to the effect of the textual materials of all the texts which the text 
receiver brings along to the current text. This shows how 
intertextuality needs conscious attention on the part of the text receiver 
and why the knowledge of other texts is so crucial in the interpretation 
of the text. In fact, the text itself gives indications which enable the 
text receiver to conjure up what is not revealed in the text but found in 
other texts. The text receiver's main task is constant and automatic. It 
is to fill in gaps which are left by the text producer through playing the 
role of the mediator between what the text reveals and what it does 
not. 
Hatim & Mason (1990) argue that the interpretation of even the 
simplest references requires a knowledge on the part of the text 
receiver which goes beyond the semantic content. In fact, the text 
receiver needs to have had experienced a body of texts which makes 
up particular belief systems that take place within a given culture. 
Thus, for the achievement of a comprehensive understanding of the 
text, the text receiver's knowledge of previous texts is urgently called 
upon. 
Riffaterre (Morgan 1985) focuses on the question of how the text 
receiver should be linguistically and culturally competent in order to 
be able to respond to the intertextual signals and to decode them. He 
considers the act of reading a dynamic process that entails two levels 
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of understanding. Depending on his linguistic competence, the text 
receiver comes to the text with the assumption that the language used 
in that text has a familiar referential meaning. Going through the text,, 
he encounters all kinds of ungrammaticalities which include deviations 
in syntax and/or vocabulary. At this stage, the text receiver feels 
obliged to reread the text using his knowledge of the descriptive 
systems available to the given culture as well as his knowledge of 
other texts in order to be able to work out the significance of the text. 
Fairclough (1992) strongly emphasises the role played by the text 
receiver in rendering the text coherent. He believes that the coherence 
of the text depends on assumptions and information brought along in 
the process of interpreting that text. Interpretive positions are 
implicitly set up by text for text receivers who can use assumptions 
from the prior experiences they had in order to make connections 
across the intertextual different elements of a text, and in order to 
generate coherent interpretations. Resolving the contradictions of the 
text, however, basically depends on the degree of the text receiver's 
competence which varies from one text receiver to another since text 
receivers have access to different discourses and have different social 
experiences. The different social experiences have their effects on the 
way interpreters interpret particular texts. Other variables have to do 
with the particular interpretive protocols to which they have access, 
and on which they depend in that specific domain of discourse 
practice. For example, not all interpreters have the same capacity for 
critical reading in all interpretive environments. 
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The relationship between intertextuality and the text receiver varies 
according to the degree of sophistication of both the intertextual 
signals and the text receiver himself. In other words, some incidences 
of intertextuality are too sophisticated for some naive text receivers. 
That is, if what is being evoked in the current text is unknown to the 
text receiver then intertextuality passes unnoticed having a dormant 
existence. On the other hand, there are some text receivers who are too 
sophisticated for the text where what is evoked is very clearly 
revealed. 
The case of the naive text receiver has been studied by Unger (1985) 
who argues that there could sometimes be text receivers who are 
resistant or even unrelated to any expanded significance that goes 
beyond the immediate context of the words that are taken from another 
text. At this point, the importance of how responsible and how reliable 
a text receiver could be in expanding the significance of a given text 
through attending to the other relevant texts proves to be very crucial. 
Fairclough distinguishes two kinds of text receiver: the resistant and 
the compliant. In the case of the resistant text receiver, contradictions 
of the text are not fully resolved. A resistant interpretation could be 
generated by interpreters and it is possible for the interpreters to make 
a kind of partial reconciliation of contradictions which is suitable for 
their immediate purposes. The resistant interpreter could add an 
additional dimension of the intertextuality of the text. The compliant 
text receivers, on the other hand, do not fit in with the positionthatthe 
text sets up forthem. 
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The relationship between the text, the text producer and the text 
receiver is somehow elusive. It urgently makes us raise the following 
three points. The first point has to do with whether the text receiver is 
able, with the highest degrees of competence he has, to cover all the 
meanings intended by the text producer. The second point is related to 
whether the text receiver's interpretation is always what the text 
producer means. The last point questions the limits of the text 
receiver's creativity in the interpretation of the text. 
As far as the first point is concerned, the common assumption is that 
the text receiver is more likely to miss out some of the meanings 
intended by the text producer's use of intertextual signals. The 
distinction that Fairclough (1992) makes of the resistant text receivers 
indirectly suggests that even in the case of the competent text receiver 
there is no absolute perfection whatsoever in the interpretation of the 
text, let alone the case of the naive incompetent text receiver. The 
competent interpreter sees that the best way to resolve the 
contradictions of the text is to resort to a kind of partial reconciliation 
which goes hand in hand with his immediate purposes. A partially and 
not fully made reconciliation means that the text receiver is missing 
out some of the meanings intended by the intertextual reference. 
The common assumption which is related to the second point is that 
the competent text receiver is more likely to bring some additional 
meanings to the text which have never been originally meant by the 
text producer. The text receiver's knowledge of some works which are 
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unknown to the text producer might cause a fresh interpretation. The 
guessing game that is played by the text producer over the text receiver 
is endless in the sense that there is no absolute single right answer. 
This shows how intertextuality actually has two axes which have to do 
with texts entering via text producers who are first text receivers , i. e. 
intertextuality as author-oriented, and texts entering via text receivers 
who are co-producers of the text, i. e. intertextuality as receiver- 
onented. It also explains how intertextuality makes the text gain some 
meanings both in the process of its creation and consumption. 
Where does all this lead us? Are we trying to suggest here that 
intertextuality is a loose tenn based on the whims of the text receiver 
in the process of interpretation? Are we trying to suggest that there is 
no control whatsoever on the response of the text receiver? Of course 
not. In fact, the situation is not as chaotic as it appears to be and the 
degree of the text receiver's freedom should not be exaggerated. 
Riffaterre (1990) argues that by deviating from the accepted linguistic 
usage or conventions, the text puts demands on the text receiver by 
requiring from him a certain degree of competence. Moreover, the text 
itself puts limitations and constraints on the search for relief on tile 
part of the text receiver. It controls his responses and this is how the 
text maintains identity. This means that the text receiver's response is 
somehow under control, and that is what is being very strongly 
advocated by Debicki (1967-70: 253) who argues that 
... if we 
focus on the basic outlooks set up by the text and 
by the elements it evokes,... and confmn these by 
examining objective features in the text which elicit 
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them, as well as considering its antecedents, we will be 
able to discuss reader response without becoming 
capricious. And we will be able to see how the reader's 
responses develop gradually from the interplay of text 
and antecedents. 
3.4. Intertextuality in Arabic Rhetoric 
Intertextuality III Arabic comes under the title "poetic theft" since it is 
most of the time associated with poetiy and dealt with as a poetic 
phenomenon. Al-Hashimi (n. d .: 334) defines it . ; it . FA as 
4 -i* 4. ---. ) jt-Al ýA-V', 
that is, when the text producer uses another text 
producer's words claiming that they are his. AI-Maraghi (1986: 372) 
argues that C7-- 
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AI-Maraghi here claims that there are some cases where the source of 
the theft cannot be known due to the subtle and talented way the 
intertextual element is dealt with in the influenced text. This kind of 
intertextuality is very much favoured and it takes the text producer 
from the status of imitating the others up to the status of inventing 
something new. In other words, al-Maraghi refers here to the fact that 
hidden intertextuality is much more interesting than clear one. 
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In the following, I discuss the main types of actual intertextuality in 
Arabic, namely: al-naskh, al-maskh, al-salkh, al-iqhbas, al-tadhmeen, 
al-akd, al-hall, al-talmih, al-mubalagha, al-tashabuh, al-naql, al-kalb, 
and al-lahseen. These types differ in 1) the way the theft is done, and 
2) the degree of their being favoured or not favoured by text receivers. 
The former takes care of questions such as the meaning, the words, the 
rhythm, etc. 
Al-naskh is equivalent to plagiarism M English. It is defmed by 
Hussain (n. d.: 306) as joý. *- 
It is 
when the producer of the influenced text takes all words and meanings 
of the quoted text or most of them. Three cases of al-naskh have been 
distinguished: 1) the case where both words and meanings are taken 
from the quoted text without even changing the rhyme, 2) the case 
where most of the words and all meanings are taken from the quoted 
text, and 3) the case where some words of the quoted text are replaced 
by their opposite meanings keeping the same rhyme and organisation 
of words. This kind of poetic theft is frowned upon and considered to 
be a real and flagrant theft. 
Al-maskh is defined by Hussain (n. d.: 308) in the following way: 
741-ý. 
il ý)l zj. 4A 
jo. 
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It is when the text producer takes the meanings and some of the words 
of the quoted text and changes the rhyme. This kind of poetic theft is 
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favoured if the influenced text is better than the quoted one in the 
sense that it is more well formed., briefer, clearer, or richer in 
meanings. However, it is not at all favoured if the quoted text is better 
than the influenced one. 
Al-salkh is defined by Hussain (n. d .: 31 1) as 
6 il It is when the producer of the influenced text takes only 
the meaning ftom the quoted text. Al-salkh is very much favoured if 
the influenced text is better than the quoted one. It is, however, 
something to firown upon if the case is the otherwayround. 
Al-lqtibas is Flc. I ýT,, Zi 
(Al-Qazwini 1989: 575). Al-Iqtibas occurs in prose as well as In 
poetry. It is when there is a very subtle reference to the Qur'an or to 
the speeches of the prophet Mohammed (Hadith). This device is 
normally used to give the new text some of the strength of the Qur'an 
or Hadith. Two kinds of al-iqfibas are distinguished. In the first kind, 
the same meaning of the quoted Hadith or Quranic verse is preserved. 
In the second kind, the meaning of the quoted Hadith or Quranic verse 
is not preserved in the sense that the original text could be referring to 
a valley for example and the quoting text could be using the words of 
the original to refer to a man. This kind of poetic theft is favoured in 
speeches and texts where pieces of advice are involved, allowed in 




Al-tadhmeen is t-ý s.: e 
(Al-Qazwlni 1989: 580). In Al-tadhmeen, the poet 
takes some words from another poetic source and usually refers to it 
unless it is too well-known to be referred to. The best tadhmeen is the 
one where a kind of joke, which does not exist in the original source, 
is added to the influenced text. 
Al-akd, according to Al-Hashimi (n. d.: 339) , is 
%, .I Ji 
04"Lo 4--j 
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In Al-akd, the producer of the influenced text takes most, or all the words of a 
prose text and expresses them in poetry. Most of the time, the source text is 
the Holy Quran or the speeches of prophet Mohammed. Expressmg prose m 
poetry MVOlves the addition and the omission of some of the original words 
for rhyme reasons. 
In al-hall, that is "... ývJiLJI (Al-Hashimi n. d.: 340), some poetry is 
expressed in prose. The influenced text should be as well formed as the quoted 
one and the quoted words should be appropriately positioned in the new text. 
Al-talmih is similar to allusion in English. It is when there is a reference to a 
well known story, poem or a proverb without mentioning it. This could occur 
in prose as well as in poetry. The best talmih is where the meaning of the 
original text is somehow improved. 
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Al-mubalagha occurs when the meaning that takes place in the influenced 
verse is more exaggerated than that of the original one. 
The following four kinds of theft are considered to be extremely hidden and 
subtle ones. In fact, the more they are hidden, the more they are favoured, 
especially when the good text producer manages to go out of the borders of 
imitation to the world of creation. 
Al-tashabuh is when there is similarity between the meanings of two verses. In 
this kind of poetic theft, the purposes of the two texts could be completely 
different, such as praising in the quoted text and depraising in the quoting text. 
In this case, the most intelligent text producer is the one who is able to hide 
the source of the theft by changing the words as well as the rhyme. 
Al-naql is ýl Jjýl Lsým Jiu. (Al-Qazwini 1989: 571). It occurs 
when we have a meaning that is transferred from one place into another, e. g. a 
meaning transferred from a man. to a tree. 
Al-kalb occurs when the meaning in the quoted text is changed to exactly the 
opposite in the influenced text. 
Al-tahseen takes place when a part of the meaning of the original text is taken 
to the influenced text with some additional improvements. 
So far, I have covered the types of actual intertextuality which have been 
handled by Arab rhetoncians and which involve the existence of specifically 
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identified texts. The most important points which attract the attention here are 
the way Arabic intertextuality deals with the issues of text, text producer and 
text receiver. 
In Arabic mitertextuality, the text producer makes use of other texts mostly for 
decorations and conceit of being able to produce a poem that is superior to the 
others' prior ones. Thus, most of the time, the quality of the influenced text is 
judged on grounds which have to do with whether the text is written in a better 
way than the original and whether it succeeds in suppressing the identity of 
that origMal text. The more the original is suppressed and rendered 
unidentifiable, ) the more the influenced text is favoured. 
Text in Arabic intertextuality does sometimes stand for something different 
from what the original stands for, such as in the case where the original is used 
for praising and the influenced text is used for depraising. Howeverl there is 
no real mention of the reason behind this change and there is no mention 
either of whether this change has any effects on the overall meaning of the 
influenced text. In other words,, there is no direct mention of whether this act 
is motivated or even whether the use of intertextuality in general is motivated 
or not. This does not include the two cases of al-iqtibas where intertextuality 
is meant to give the text the strength of the Holy Qur'an or the Hadith of 
prophet Mohammed, and al-tadhmeen which can be sometimes used for 
humorous purposes. The exception of al-iqtibas, however, is not very helpful 
here sInce the intention behind its use is made as a standard in the sense that 
the same intention is meant in every incidence of al-iqtibas. 
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If we come to the text producer in Arabic intertextuality, we can see that he is 
much more important than the text receiver. In other words, he is the one in 
control and he is the one who is expected to have a good knowledge of other 
texts. He is a thief whose main task is, most of the time, to hide his crime , i. e. 
the source text, by being as creative as he can. If he succeeds in doing so, then 
he is applauded for it, if he does not, then he would be considered nothing 
more than an unlucky thief 
The last point to handle is the text receiver whose role is really restricted to 
the level of favouring or not favouring the text. The text receiver in Arabic 
intertextuality is a standard one whose responses are always predictable on the 
grounds that if the original text is successfully suppressed by the text producer 
and if the influenced text is better than the original then he will definitely 
favour the text, if otherwise, he would not. Thus, the text receiver is not really 
meant to be as creative as he is in the Western view of intertextuality. He does 
not really have to be competent either, since his knowledge of the original text 
is most of the time not crucial to the interpretation of the influenced text and 
the best proof of that is the desperate attempts on the part of the text producer 
to hide the identity of the original text. This means that intertextuality in this 
sense does not gain extra meanings in the process of its interpretation and does 
not have that much to gain in the process of its creation. 
The last part of this chapter deals with a phenomenon that is related to literary 
theft and that takes care of the way the successful poem should be structured. 
Husn al-ibtidac,, al-takhallus and husn al-intihac are the three main stages 
through which the poet should go in the process of writing his poem. 
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Husn al-ibtidac is making the beginning of the text easy and clear, 
independent of what is coming next, appropriate to the context and extremely 
attractive to the text receiver, since it is the first thing he receives form the 
text. The good text producer is the one who studies the conditions of the text 
receivers and knows well what they like and avoids what they hate. He is the 
one who chooses the right time for his beginning. The best beginning is the 
one which is suitable to the context and the purpose of the poem or that which 
bears a good omen to the listeners. If the beginning is well formed as far as 
the style and the meaning are concerned, then it encourages the text receiver 
to go on reading or hearing what is comingnext. 
In the middle of the poem, the text receiver would be waiting for the poet to 
move from what he started with to the main topic of the poem. If this goes 'in a 
good and interesting way then the text receiver would be interested in what 
follows, otherwise he would feel bored. Thus, al-takhallus is moving ftom the 
beginning of the text to the main topic in a very smooth and cohesive way so 
that the text receiver does not feel this movement. Sometimes, the text 
producer moves from the beginning of the text to the main topic in a very 
abrupt manner without taking care of the link between the two parts of the 
te xt. This case is called iqtidhab. 
Husn al-intihac is when the text producer presents the end of his text in a well 
formed way where nice words and meanings are used and where the text 
receiver is really able to predict that this is the end of the text and that there is 
nothing to come next. This stage is very important because it takes care of the 
last part of the poem which the text receiver might remember for quite a long 
time if the words are nice. If the end is done well then it makes up for 
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whatever shortcomings could have taken place in the beginning or in the 
middle of the poem. If it is not well chosen then it might spoil whatever good 
things took place in the beginning and the middle. The best end is the one 
which gives the text receiver the feeling that this will be the end of the poem. 
What is really interesting about the above mentioned phenomenon is that it 
takes into consideration the text, the text producer and the text receiver. In 
other words , it shows how a successful poem should be clear, structured in a 
certain way, appropriate to the context, appropriate to the purpose of the text 
producer, predictable by the text receiver, etc. It is here that the baby notion 
of the virtual intertextuality lies and, more specifically, the seeds of genre via 
intertextuality. The instructions that this notion gives indirectly refer to the 
way a text could be related not to an identified text but rather to a whole genre 
and to the conventions of this genre. However, it is a neglected area of 
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Genre via Intertextuality 
4.0. Introduction 
... one way of modelling context usefully is to see it in 
terms of all the other relevant prior texts which the 
various textual indices found in a given utterance 
conjure up for a given user in a given situation of use. 
(Hatim 1993: 103) 
Having studied in a detailed manner the issues of genre and 
intertextuality in the last two chapters, we turn our attention In this 
chapter to both issues where genre occurs via intertextuality. In this 
kind of intertextuality, a text shows the existence of some inter/textual 
indices which signal the generic membership of that text. Genre via 
intertextuality can take a much more interesting form when the 
inter/textual indices occurring in a given text are hijacked (Hatim 
1994b) from a completely different genre. These generic signals can 
take place at the levels of phonology, morphology, syntax, semantics, 
lexicon and/or structure and can be located at the rank of a word, a 
phrase, a sentence or a whole text. This particular kind of genre via 
intertextuality will be the main concern of the current chapter. 
For these inter/textual indices to be processed appropriately, the 
competent text receiver has to visit the locations of all the other 
relevant prior texts and to see the context in terms of all these prior 
texts. The inter/textual i ndices not only invoke in the text receiver's 
mind the relevant genre but also remind him of the original social 
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occasion, the original participants and their original roles, the original 
meanings associated with the genre, etc. 
This generic hijacking involves the three dimensions of context 
(register, pragmatics and semiotics) where, for the achievement of a 
more subtle and effective argument, the language user manipulates 
specifications of register in an attempt to do things with words 
(pragmatics) in the process of relaying an attitudinal meaning 
(senuotics). 
In the process of this intertextual operation, Gricean maxims of 
manner, quality, quantity and/or relation could be flouted. The 
classification of text types into expository, argumentative and 
instructional does not hold any more since it appears that the three of 
them could sometimes intermingle in a flagrant way. 
The position of the sign, the fimction of the original genre, the attitude 
of the original text producer(s), the original social occasion, the 
textual, the social and the participatory roles of the original 
participants are the areas which undergo remoulding In the new 
hosting text. 
In the present chapter, all these points ' will 
be raised, tackled and 
illustrated by examples taken from editorials, novels, WU L. AjYcritical 
shots, greeting cards and advertisements. Since the analysed data 
contains a considerable chunk of advertisements, the language of 
advertising will be subjected to a cursory study. Translation problems 
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entailed by such a special use of language will be dealt with and some 
solutions will be forwarded. 
4.1. How does the Intertextual Operation Function? 
The text receiver comes to the text with certain contextual 
expectations which, in normal cases, should be met and enhanced by 
textual evidence. In the back of his mind, he unconsciously and 
naturally builds up the presuppositions that the utterances occurring in 
a given text should be appropriate to its context and that the structure 
of the text should be appropriate to the genre to which it belongs. 
This is not always the case, however. For these presuppositions turn 
out to be false the moment the text producer makes an individual 
decision to side-track ftom the main path agreed on by both the text 
receiver and himself to another path related to a world of another 
completely different genre. This side-tracking is usually signalled by 
some inter/textual indices occurring at the levels of morphology, 
phonology, syntax, semantics, lexicon and/or structure and taking 
place at any linguistic rank such as the word, the phrase, the sentence 
or the whole text, shaking the text receiver's initial hypothesis and 
putting him in a different reading position for a while. Such 
mter/textual indices make the text receiver infer a pertinent intertext 
that he chooses ftom his repertoire and that addresses itself to the 
intertextual problem concerned. In other words, it activates in his mind 
all the other relevant texts he has come across in the past and pushes 
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him to pay a visit to these locations to trace the generic sign and to see 
the context in terms of all these relevant texts. Involved in this stage 
the whole genre from which the generic signal comes, the original 
social occasion where that genre is invoked, the original participants 
who are involved in that social occasion and their original roles, the 
original attitude of the text producer, the meanings associated with that 
genre, etc. 
To illustrate this point. ) 
I choose text 2E (see Appendix) which will be 
subjected to a more detailed analysis later on in the data analysis 
section: 
oj--4 Lqýý i Lqj-Ul jp. -A 
T 
j. ý)2JI e, 
ý LIJ 
The police-criminal arrest is the genrelet hijacked in this text. This 
hijacking is signalled at the level of lexicon by the verb Jilstop. At the 
level of semantics, the verb invokes in the text receiver's mind all the 
meanings associated with justice and fairness. Syntax is also involved 
in this intertextual operation by the occurrence of the verb in the 
imperative mode forming a whole sentence on its own. This generic 
intertextuality can be located at the rank of the word. 
Another interesting example would be text 2A (see Appendix) which 
will also be studied in a detailed manner later on in this chapter: 
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JL) L., -t 
kLLth 
The children's story is the genre hijacked here. This is signalled at the 
level of lexicon and at the rank of the phrase by Lr4. a Ii Z)LYLaý ý)L! r 
ý)16- t Ilonce upon a time and God curse the devil, which is originally 
.4 ZAYL*ý sýL said as 
ý)L. A) I ý-j Ylonce upon a time. At the level of entities 
below the word, morpho-phonology is involved in this hijacking by 
the consonance occurring between ý)Lat Z)16. 'I ýJLYLau. 4ýL-5- 
In text 5C (see Appendix), which will be subjected to a detailed 
analysis in the data analysis section, the dictionary description is the 
genre hijacked. This is signalled at the level of structure taking place at 
the rank of the whole text (customerize occurring III bold in the 
infinitive form and cut into syllables, the v. t. which stands for 'verb 
transitive' in dictionaries, the use of bold numbers which stand for the 
different meanings of customerize, and the verb See towards the end of 
the text referring the reader to other words). 
When playing this intertextual trick, the text producer presupposes the 
existence of a text receiver who is highly competent and who is able 
not only to work out the hijacked bit but also to trace it back to its 
origin and to understand the reason behind its being used in the current 
text. This means that the whole intertextual. operation puts pressure on 
the text receiver to side-track to the same path chosen by the text 
producer. If the text receiver takes the decision to join the text 
producer, it means that he gets the sign and that he has passed the first 
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step in the long process. If he does not, due to his poor knowledge of 
genre, communication is then doomed to fail from the very beginning. 
This proves that the intertextual operation is not always carried out in 
a satisfactory way and that the text receiver's competence is sometimes 
overestimated by the text producer. 
The whole intertextual operation involves two kinds of participation. 
In other words, it involves verbal participation, i. e. a linguistic work 
on the part of the text producer and non-verbal work on the part of the 
text receiver. As mentioned at the beginning of this section, the latter 
starts at the basic level by recognising that a given textual indices 
occupies the wrong textual space, paying a quick visit to all the other 
relevant prior texts where this textual indices is considered to be 
falling III the right textual space, and seeing the context in terms of all 
these other texts. But what is next? Obviously the issue is not over. 
The text receiver is still left with hard work, that is, digging for the 
reason behind this special use of language and restoring conformity to 
the text. 
4.2. What is Intended by this Device? 
Having recognised the alien generic signal and having traced its origin,, 
the text receiver comes to the most crucial stage in the intertextual 
operation that puts him face-to-face with the following urgent 
question: what is the function of this alien generic signal and what are 
the intentions behind this special usage of language? 
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This intertextual. operation is by no means of an arbitrary or whimsical 
nature. On the contrary, it has a motivated nature which has to do with 
the overall meaning of the text. The language user does more than 
hijack a genre; he artificially recreates a genre in order to colour the 
text with intelligently hidden attitudes of his own without directly 
imposing himself on the text. Presupposing counter strategies on the 
part of the text receiver before the debate takes place, he develops a 
more subtle, more effecfive and more convincing argument. The 
existence of any evidence of such a kind of intertextuality in a given 
text is a mark of the very presence of the language user in the text and 
a pointer to bis attitudinal position towards some events, concepts, 
individuals,, products, etc. 
The language user is there with conscious manipulative intentions, 
conveying information without really putting it in words and loading 
the text with extra meanings. More often than not, his aim is to recruit 
the maximal number of text receivers to share with him the same 
attitude. This device is usually used for promoting the 
acceptance/refusal or evaluation/devaluation of particular beliefs, 
events, etc. in the mind of the text receiver and to make him adopt the 
language user's Views. This short term goal, that is begging an 
immediate emotional response firom the Aext receiver, is sometimes 
associated with a long term goal which requires an action on the part 
of the text receiver. This is particularly evident in the case of the 
advertisements where buying the product is ultimately the action 
waited for. 
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But, what if the language user opts for a straightforward manner in 
expressIng his attitudes, would he still be as effective as he is when 
resorting to this particular linguistic device? I very strongly doubt it 
for the following simple reasons: 
1) Both elements of interest and informativity, that is taking the text 
receiver by surprise, would vanish ftom the text. 
2) The subtle unchallengeable argument would be replaced by a direct 
one exposIng the language user to the danger of an open challenge on 
the part of the text receiver, smce what is explicitly said becomes an 
issue for discussion, rejection or revision. 
3) The text receiver might sometimes feel offended by the language 
user's strong and direct attitudes. 
4) The interesting game would be killed and the text receiver is no 
longer playing an important intellectual part in the operation of 
di scovering what is implied by the language user, something which 
brings the interaction between th e language user, the text and the text 
receiver to its minim al degrees of stimulation. 
Now, the competent text receiver is left with a text that needs 
confonrnity restored to it, a work that is left unfinished by the text 
producer, and a tension that needs to be resolved. His task is constant 
and automatic. It is to fill in gaps, to capture the whole picture, to 
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appreciate all the potentialities of this linguistic trick and to estimate 
the probability of parficular intentions depending on both the text and 
the context. In short, his role is to mediate between what the text 
reveals and what it does not through finding out what is the language 
user's hidden attitude behind this special usage of language. His 
competence in this area is a prerequisite for reaching successful 
communication. 
4.3. Genre via Intertextuality & the three Dimensions of 
Context 
Register (variety according to use occurring at the grammatical level, 
lexical level, etc. ), pragmatics (intentionality behind the usage of 
words) and semiotics (what makes a sign and how a sign interacts with 
other signs) are the three dimensions of context that are involved in the 
operafion of genre via intertextuality. 
The generic signals which the text producer hijacks from another genre 
and infiltrates into his text carry register as well as praginatic 
specifications in the process of implementing a serniotic task that is 
relaying an attitudinal meaning. 
In text 5A (see Appendix), studied in a detailed manner later on in the 
data analysis section, the title C at- j1and the 
trees were cut and the gardens were buried, takes the text receiver to 
the fiction genre where register is involved. In other words, register is 
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manipulated through the rhythm of the sentence, the passive voice, the 
alliteration in the letter and the consonance in the letter in both 
verbs k-- m6 j1were cut and ý.:. ýzjlwere buried. Pragmatics is also 
involved by the intention to go beyond the decorative effect of such 
devices and to start doing things with words in the process of 
implementing the attitude of someone who, in absolute state of 
disappointment, cannot believe that trees are really being cut 
(semiotics). 
4.4. Genre via Intertextuality & Gricean Maxims 
Grice believes that conversafion should be govemed by the co- 
operative principle and its conversational maxims. His co-operative 
princiPle is as follows: 
... Make your conversational contribution such as is 
required, at the stage at which it occurs, by the accepted 
purpose or direction of the talk exchange in which you 
are engaged. 
(Geis 1982: 3 1) 
Hatim & Mason (1990: 62) quote Grice in the following definitions of 
his four conversational maxims: quantity, quality, relation and manner 
Quantity: make your contribution as informative as (but 
not more informative than) is required. 
Quality: do not say what you believe to be false, or that 
for which you lack adequate evidence. 
Relation: be relevant. 
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Manner: be perspicuous, avoid obscurity of expression, 
avoid ambiguity, be brief, be orderly. 
It is through a deliberate violation of any of these maxi*Lms that 
conversational implicature emerges. Implicature is defmed by Baker 
(1992: 223) as "... the question of how it is that we come to understand 
more than is actually said" 
In the course of this mtertextual operation, Gricean maxims of manner, 
relation, quality and/or quantity are flouted. In the following, these 
violations will be briefly illustrated by some examples that will be 
subjected to a detailed analysis later on in this chapter. 
The maxim of quantity is sometimes flouted through saying less than 
what is required. This clearly appears In text 2E (see Appendix) where 
simply through the usage of the verb 6. jlstop Said indirectly says "I do 
not respect the current justice system and here I am defýýg it". This 
maxim can also be violated by saying more than what is required, such 
as in the case of text IA (see Appendix) where it took the text 
producer the whole text in order to express an ironical attitude towards 
the Jordanian governmental corrupfion. 
The Gricean maxim of quality can be violated when the text producer 
expresses an ironical attitude towards something or somebody by 
communicating what he does not really believe to be true. This 
violation is clearly illustrated in text 3C (see Appendix) where the text 
producer, adopting the news report genre, expresses a very ironical 
attitude towards all Arab nations by fabricating lies. 
154 
Genre via Intertextuality 
The Gricean maxim of manner is flouted through the text producer 
choosing to express an attitude in an indirect ambiguous manner rather 
than in a direct way. This maxim is being flouted in all the examples 
analysed in the current chapter. 
The maxim of relation is similarly always flouted in the sense that the 
text producer, at first sight, seems to be irrelevant in his using signs 
which appear to be alien to the textual space where they occur. This 
irrelevance also includes the cases where the text producer opts for a 
structure that has nothing to do with the current genre. In text 4A (see 
Appendix), for example, the text producer is being irrelevant through 
using j11.6-s. --ýj-Uma/a Hebrew wanted, a lexicon which belongs to the 
job advertisement genre but by no means to the critical shot genre. In 
text 5C (see Appendix), the text producer is being irrelevant through 
adopting the dictionary description genre in an advertisement for 
umsys. 
4.5. Genre via Intertextuality & Text Typology 
The three distinguished text typologies are the argumentative, the 
expository and the instructional (Hatim 1984,1989,1990,1991,1992ý 
Hatim & Mason 1990). Although we can rarely talk about a text thatis 
purely expository, purely argmentative or purely instructional, we 
can nevertheless talk about a text that is predonunantly argumentative, 
expository or instructional. 
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Through the operation of generic hijacking, this classification of text 
typology sometimes turns upside down when the three tYPOlOgies 
happen to be there in the same textual space. In text 5C (see 
Appendix), for example, an advertisement, which is supposed to be 
predominantly instructional with option, manipulates the structure of 
dictionary description, which is supposed to be purely exposition, in 
order to achieve some argumentative functions. 
The hijacked generic element could sometimes be a clear micro-sign In 
a cluster of micro-signs created for the achievement of a certain 
rhetorical purpose. In text 6A (see Appendix), for example, and as will 
be illustrated later, the hijacked element from the wedding ceremony 
genrelet serves as a part of the thesis cited to be substantiated Mi a 
through argumentative structure, and the element hi acked from the i 
fairy tale serves as a part of the conclusion in that structure. 
4.6. Changes Involved in the Intertextual Operation 
Genre via intertextuality is of a somehow subversive nature. In the 
process of this operation, the original generic situation as a whole 
undergoes an action of remoulding which involves the position of the 
sign, the function of the original genre, the attitude of the original text 
producer, the original social occasion, and finally the original 
participants and their original roles. In the following, all these areas 
will be dealt with and exemplified. 
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4.6.1. Position of Sign 
Occurring in the natural habitat (Hatim & Mason 1990), the generic 
sign takes place at the static level (Hatim 1994b). It is the level of the 
norm, the level of the unmarked, the level where the sign is expected 
and waited for by the text receiver. At that level, the sign plays a 
clearly identified and predictable role in a cluster of other signs which 
all work together in the service of the genre concerned. The text 
producer is controlled by the relevant generic signs which are an 
indication of how good or bad his command of the genre itself is. 
The case of genre via intertextuality is completely different, however. 
The generic sign moves ftorn the level of the static to the level of the 
dynamic (Hatirn 1994b). It is the level of the deviation, the level of the 
highly marked, the level where the sign is absolutely unpredictable by 
the text receiver. At that level, the sign joins a cluster of other signs 
different from the original ones and works in the service of purposes 
different from the original ones. Briefly, we are here dealing with the 
level where the sign, a servant under the thumb of the text producer, 
stands for something different from what it used to stand for *in the 
natural habitat. It is at this level, to my mind, that the sign is 
manipulated and transferred into a higher level of sigrufication for the 
achievement of specific intentions on the part of the language user. 
The sentence Only available in hard back occurring in its natural 
habitat, the book shop notice, would take place at the static level 
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where the words absolutely fit in their context and where reality is 
reflected both naturally and unconsciously. The occurrence of the 
same sentence in an advertisement for Volvo cars (see Appendix 13A) 
would be a conscious. ) artificial and motivated representation of 
reality. The sentence puts the text receiver face-to-face with an almost 
identical experience as far as the textual level is concerned and a 
different experience as far as the significance level is concerned. In the 
new environment, the sentence is no longer used with its original 
informational function. It is taken to a higher level of signification 
where the text producer is actually trying to convince the consumers of 
the high standard quality of Volvo cars through expressing a very 
intelligently hidden boasting attitude. 
4.6.2. Function of Original Genre 
The function of the genre is one of the most important areas where 
genres differ from each other. While some genres seem to have a 
primary persuasive function (e. g. the editorial), others have a primary 
informational function (e. g. the news report), and some others have a 
primary instructional function (e. g. manuals), etc. In genre 'via 
intertextuality, the text producer chooses the appropriate genre for his 
persuasive purposes regardless of the original function of that genre. 
On its way to the new environment, the generic sign acquires new 
functions matching with the overall orientations of that environment. 
Entertainment is the primary function of the fairy tale genre. However, 
the occurrence of the fairy tale cliche live happily ever after in text 6A 
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(see Appendix) gives that cliche a persuasive dimension and rules out 
its original entertaining function. Another example would be the fire 
notice genrelet break glass in emergencies which, occurring In its 
natural habitat, has a purely instructional function. Being used in a 
greeting card such as Break glass for emergency cuddle (see appendix 
7A), the genrelet abandons its original instructional function and 
acquires a humorous one. 
4.6.3. Attitude of Text Producer 
Transferring the generic sign Erom its natural habitat into its artificially 
created environment would involve a kind of remoulding of the 
attitude of the original text producer in the sense that other attitudes, 
never meant III the original, start to creep into the text through the re- 
use of that sign. Thusl the operation strips language from the attitude 
of the original text producer and bestows on it a new life with new 
attitudmal potenfials. 
Through the re-use of ; A.. Ij ýjLSLaý ý)L. 57once upon a time and 
God curse the devil, the entertaining attitude of the fairy tale producer 
is replaced in text 2A (see Appendix) by the ironical attitude of 
someone who does not really believe what is going on. The attitude of 
the self-confident policeman in the process of carrying out his duty, 
i. e. arresting a criminal , is replaced in text 2E (see 
Appendix) by the 
attitude of the defying person who, through the re-use of the verb 
ji/stop, does not show a lot of respect for the existing justice system. 
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These examples and many others will be subjected to a detailed 
analysis towards the end of the present chapter. 
4.6.4. Social Occasion 
In the process of the intertextual operation, the social occasion proves 
to be the element that is always changed. In other words, the generic 
sign is always invoked in a social occasion that has nothing to do with 
the original one. An option such as take money or open a box, 
originally occurring UI the quiz show genre, is invoked in text 6C (no 
Appendix), an advertisement for Raffles cigarettes. A sentence such as 
taL---w ýL.. AII cannot hear, originally occurring in the Damascene wedding 
zaffa,, is invoked in text 4C (no Appendix), an advertisement for Saliba 
Jeans. All these examples, In addition to many others, will be studied 
in the secfion devoted to the dataanalysis. 
4.6.5. Participants 
The participants are another area where changes occur during the 
intertextual operation. Through the generic hijacking, the original 
textual, social and/or participatory roles of the original participants 
undergo a kind of remoulding in the hijacking text. The hijacked bit is 
sometimes expressed directly by the voice of the text producer himself 
and sometimes by the voices of characters the text producer chooses to 
invent. The two cases are clear in text 6A (see Appendix) where at the 
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beginning of the text the text producer invents the characters of the 
mother and the daughter to play the roles of the priest and the bride, 
and at the end of the text where he himself plays the role of the fairy 
tale producer. In the case of the invented characters, I shall 
hypothesise that these characters are the producers of the hijacked bit 
in the text. 
The intertextual operation always involves an absolute subversion of 
the textual role of the original participant(s). In other words, the 
original participant(s), who used to be responsible of the production of 
the text, is always replaced by a different participant(s). In text 9C (no 
Appendix), for example,, the textual role originally played by a police 
officer In these men are dangerous, do not attempt to tackle them is 
played by the adman in an advertisement for Nike garments. 
The change in the textual roles could take a more interesting form 
when there happens to be a kind of role exchange, such as In the case 
of text IE (see Appendix) where Jordanian TV viewers, originally 
receivers of an announcement made by Jordanian TV, play the textual 
role of the Jordanian TV. Another interesting example would be the 
case of text 2E (see Appendix) where Said, the criminal, plays the 
textual role of the policeman. 
The second case, which seems to be as interesting as the previous one,, 
is the case where there happens to be a merging of the textual roles of 
two participants. This occurs when one current participant plays the 
textual roles of two original participants, such as in the case of text2D 
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(no Appendix) where, in an advertisement for the Argos catalogue, the 
adman plays the textual roles of both the film director and the take 
presenter in the film shoot genre. Another example would be the case 
of text ID (see Appendix) where the producer of the critical shot plays 
the textual roles of both the invocation maker and the Amen sayer in 
the God invocafion genre. 
The social roles of the original participants, contrary to the case of the 
textual roles, do not always undergo radical changes 'in the hijacking 
texts. As my data proves, there are cases where the original social 
roles are absolutely preserved in the hijacking text, such as in text 6C 
(no Appendix) where the same friendly and informal relationship 
which exists between participants III a quiz show is preserved in the 
advertisement for Raffles cigarettes. 
In some other instances, the original social relationships are 
completely subverted in the hijacking text, such as in the case of text 
7A (see Appendix) where the original extremely formal social 
relationship with the maximal distance involved in the fire notice 
genre is replaced by an informal relationship with the minimal 
distance involved in a greeting card. 
The merging of two textual roles originally played by two participants 
logically entails the disappearance of the original social roles played 
by the original participants. This case is clear in text ID (see 
Appendix) where the merging of the two textual roles onginally 
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played by the invocation maker and the Amen sayer results in the 
disappearance of the social relationship. 
The original participatory roles could be preserved in the hiiacking 
text as far as the initiation and the response are concerned. In text 6A 
(see Appendix), for example, the mother plays the same participatory 
role of the priest, i. e. the initiator, and the daughter plays the same 
participatory role of the bride, i. e. the respondent. 
The original participatory roles could be changed when a kind of 
participatory role exchange takes place in the hijacking text, such as in 
the case of text 2E (see Appendix) when Said, the criminal, plays the 
participatory role of the policeman in the criminal-arrest genrelet and 
initiates the action by attacking another criminal. 
The original participatory roles could undergo another kind of 
interesting change. As a result of the merging of the textual roles of 
two participants, a merging of the participatory roles of two 
participants occurs. In other words, the participatory roles originally 
played by two participants as initiator and respondent could be played 
by one participant as both the initiator and the respondent. Again, this 
special case is clear in text ID (see Appendix) where the text producer 
plays the participatory roles of the invocation maker, the initiator, and 
the Amen sayer, the respondent. 
Most of the rest of the present chapter will be dedicated to a detailed 
data analysis where cases of complete as well as partial changes in the 
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original roles of participants will be examined. Since the Mitertextual 
operation concerned is considered to be highly problematic as far as 
translation is concemed, translations for both the English and the 
Arabic data will be suggested. However, before getting involved in the 
data analysis, a brief study of the language of advertising will be 
offered. This study will be followed by a brief explanation of the kind 
of translation the present research advocates. 
4.7. The Language of Advertising 
Advertisements... must first be recognized as paid, 
nonpersonal communication forms used by identified 
sources through various media with persuasive intent... 
the advertisers are striving to alter behaviour and/or our 
levels of awareness, knowledge, attitude and so on in a 
manner that would be beneficial to them. 
(Rotzoll 1985: 94) 
Due to the fact that a considerable chunk of the data analysed in the 
current chapter belongs to the genre of advertising, I dedicate the 
present section to a brief look at the language of advertising. This will 
include: 1) studies conducted by Geis (1982), Wyckham. (1984), and 
O'Donnell & Todd (1980) which deal with what is over-used and what 
is avoided in advertising as far as grammar, vocabulary, etc. are 
concerned, and 2) studies conducted by Leech (1966) and Cook (1992) 
which give special attention to deviations related to register, in the 
case of Leech, and genre in the case of Cook. 
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According to Geis (1982), persuasion is the psychological means that 
is basically used in advertising. fn the process of commercial 
persuasion, language plays a major role where advertisers usually opt 
for saying things indirectly, making the strongest claims and leaving 
their audience with the task of inferring what is meant by the message 
from what is actually said. Comparatives (our prices are lower), 
adjectivalisations (buttery), imperatives III the context of making 
suggestions (take a look), and rhetorical questions (isn't that lovely? ) 
are some grammatical aspects which are very frequently made use of 
in advertising. 
Wyckham (1984) argues that in order to attract the attention of the 
audience, to cre ate some certain impressions and to be unique as well 
as memorable, advertisers opt for deliberate use of misspelling, slang 
and neologism (i. e. newly invented vocabularies and expressions). 
They engage in some sort of language inflation in the sense that they 
tend to use too many words in order to express few ideas, and they 
purposely break the rules of grammar and those of punctuation. In 
short, they opt for a language which, stuffed with linguistic and 
syntactic as well as stylisfic irregularities, does not always abide by 
the rules dictated by standard English. 
Communication and persuasion are the two interacting processes 
involved in the phenomenon of advertising, since the main aim of the 
advertiser is to attract the attention of his audience and to persuade it 
to buy the advertised product. O'Donnell & Todd (1980) draw a 
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distinction between the hard sell and the soft sell approaches to 
advertising. Hard sell advertising is a straightforward technique where 
the consumer is encouraged to buy the advertised product through 
being given some reasons why that product is to be bought. Soft sell 
advertising. ) on the other hand, is a subtle and indirect technique where 
consumer's emotions are appealed to. The language of advertising is 
modified and played with. It is often colloquial and simple, expressed 
in short sentences. It is more frequently associated with oratory or 
poetry than with commerce. This tendency very clearly appears in the 
use of devices such as rhyme, alliteration, syntactic parallelism, etc. 
Passives, past tense and negatives are very strongly avoided while 
imperatives, adjectival compounds (country-fresh), puns, neologism as 
well as verb forms which imply a universal timelessness prove to be 
warmly welcome and abundantly used by advertisers (O'Donnell & 
Todd 1980). 
Geis, Wyckham and O'Donnell & Todd content themselves with 
offering studies of a more or less statistical nature on the language of 
advertising, dealing with what is heavily used in advertisements, what 
is avoided and how advertisements break the rules of the English 
language. They deal with words rather than with texts and do not seem 
to appreciate how a word plays a specific role as a part of the overall 
function and purpose of the whole text. Moreover, and most 
importantly, they totally ignore the intertextual phenomenon which is 
the main concern of the present chapter and which has to do with 
advertisements hijacking the language and/or the form of another 
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genre in order to relay a certain attitude on the part of the language 
user. 
Leech (1966) classifies most advertising language under what is called 
"loaded language" whose aim is to influence its audience and change 
their will, attitudes as well as opinions. "If', "when" and "because" 
clauses are very popular openings in advertising as is the absolute 
superlative (most expert) and the intensified superlative (newest of 
all). Advertising in English allows a more or less free choice of the 
mood system (affirmative, interrogative, imperative). The simple 
present and the simple imperative tenses are common in advertising. 
Auxiliary verbs are not frequently used, with the exception of "will" 
and "can". Generally speaking, advertising language is known by its 
poverty of verb vocabulary but richness of adjective vocabulary. 
Parallelism, metre, rhyme and alliteration are some kinds of rhetorical 
effects which are very popularly used. 
Advertising is an area where violations regularly occur. Any rule of 
language could be violated in different and unlimited ways, not for the 
sake of entertainment but rather for gaining the consumer's attention 
and helping him keep the message for a long time in mind. 
Orthographic rules could be violated in order to provide the advertised 
product with a particular written symbolisation and a unique 
orthographic image. Grammatical rules can also be violated in many 
different ways. Lexical violations could occur through neologism,, 
collocation (eat hard), etc. Semantic violations take place through the 
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misuse of words. Contextual violations occur when language is used in 
the inappropriate situation (Leech 1966). 
From among all kinds of violations, Leech gives special attention to 
violations which occur at the level of register. He defines register as 
"Varieties of English distinguished by use in relation to social 
context... (ibid: 68). Under register, Leech studies the relation 
between participants, medium, which has to do with how the message 
is being transmitted, and social function, which has to do with the role 
the linguistic message plays as a form of social activity. It is in the 
area of roles that violation occurs. In other words, some peculiarities 
which have to do with vocabulary, phonology, grammar or semantics 
and which belong to one role could be used in another different role 
and this is what Leech calls role borrowing. Leech claims that since 
hearing some items out of their original context would immediately 
strike us, 
Role borrowing is often a form of disguise, or at least a 
means of decoying the public into taking notice of the 
sales message... 
(Leech 1966: 100) 
R-epeating more or less the same story, Cook (1992) discusses how 
advertisers give the literal meaning of the advertisement an extra 
dimension and colour the text with powerful emotional effects through 
different techniques such as the excessive usage of prosody (rhyme, 
rhythm, assonance, consonance, alliteration, etc. ), puns, connotations, 
different kinds of violations, etc. Focusing on the issues of deviation 
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and the norm, Cook differentiates between internal deviation, external 
deviation, and deviation from a particular discourse type. Internal 
deviation has to do with text peculiarities such as when a sentence 
with a verb stands out of a text that is full of verbless sentences. In 
advertising, external deviations occur at every linguistic level. Thus 
we can encounter some new words or phrases formed by compounding 
(e. g. oatgoodness), affixation (e. g. cookability), clipping and blending 
(e. g. telecom), etc. Deviation also takes place at the grammatical level, 
such as in cases of functional conversion where a word belonging to 
one class functions as if it belonged to another (e. g. B&Q it). It also 
takes place in cases where we encounter some syntactic constructions 
which cannot be generated by English grammar. 
Cook argues that most discourses contain other voices which come 
from the same discourse type (intra-discoursal) or from other discourse 
types (inter-discoursal). This intertextual operation depends on the 
receiver's knowledge of another advertisement, in the case of intra 
discoursal., or a novel, a film, etc. in the case of the inter-discoursal. 
Talking about what he calls accompanying discourses, Cook (ibid: 29) 
maintains that 
In many ways, at every level, ads are parasitic upon 
their situation and other discourses... ads typically occur 
together with, or embedded in, other discourses, to 
which they make no direct reference. 
Thus, an advertisement could take place in the middle of a news report 
or in the middle of a magazine article. Advertisements exist through 
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other discourses either by co-occurring with them or by imitating 
them. They borrow many features from other discourses. 
Leech's role borrowing and Cook's accompanied discourses suffer 
from the following shortcomings: 
1) They fail to specify the level on which the hijacking occurs. In other 
words, they do not give details about the nature of the textual indices 
which signal the intertextual operation. They also fail to specify the 
textual space these inter/textual indices occupy, i. e. is it a word, a 
phrase, a sentence or a whole text? 
2) They undermine the whole operation by restricting it to register , in 
the case of Leech, and to genre (discourse according to Cook), in the 
case of Cook whereas the three dimensions (register, pragmatics and 
semiotics) are all involved. The manipulation of register specifications 
not only invoke a different register but can also invoke a different 
genre with a different social occasion and different participants 
(semiotics/genre). These manipulations are meant to make things with 
words, things which go beyond the denotative meanings of these 
words (pragmatics) III the process of relaying an attitudinal meaning 
(semiotic/discourse) through an intertextual operation (semiotics/ 
intertextuality). Thus, neither Leech nor Cook seem to appreciate how 
the three dimensions of context are all involved in the intertextual 
operation and how considering one dimension and overlooking the 
others would render the whole operation meaningless and unfinished. 
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3) By Cook ignoring the purposes behind this special usage of 
language, and by Leech claiming that role borrowing is simply 
resorted to for attracting the text receiver's attention to the 
advertisement, the whole operation is being undermined, the 
intellectual roles played by both the text producer and the text receiver 
alike are belittled, and the text is denied the extra meanings gained in 
the course of the intertextual operation. Is Leech suggesting here that 
all that the text producer has to do is to colour his text with whatever 
kind of other register and all that the text receiver has to -do is to 
recognise the existence of that other register in the wrong context? 
This seems to be the situation. The cases of Leech and Cook show that 
even those studies which have dealt with the problem in one way or 
another have not approached it in a safisfactory manner. 
4.8. Translation Point of View 
tn the first place, translators are text receivers whose responses are not 
always predictable. The translator's knowledge of a limited range of 
genres in the source language would impoverish his chance to identify 
the generic signals and the hijacked genre, something which would 
result in an inevitable pragmatic failure and a huge loss of meaning. 
The case of genre via intertextuality proves to be the case of the highly 
marked, the highly unpredictable and the highly motivated. It is the 
case which should be very well looked after and very carefully 
approached by the translator. The translator's crucial task is to identify 
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the hijacked generic signal, to trace it to its original location, to 
discover the reason behind its use and finally to translate it 
appropriately. 
In order to be able successfully to carry out this demanding task, the 
translator's good command of genre as well as genrelet (see Chapter 
Two) is urgently called upon. More often than not, translators have the 
former but not the latter. It is very uncommon to see a translator who 
is not able to identify the conventions of a genre such as the novel, the 
editorial, the news report, etc. However, it is not that uncommon to see 
a translator who is unable to identify the conventions of a genrelet 
such as the fire notice Break glass for emergencies, the book shop 
notice Available in hard back only, etc. 
Genre via intertextuality is a highly intellectual operation which puts 
the intellectual capabilities of the text receiver to the test. This mental 
work, however, is not without enjoyment. The translation advocated in 
this research concentrates on conveying the attitude of the producer of 
the source text through translating the genre, giving the target text 
receiver the chance to experience both the mental as well as the 
psychological sides of the operation. For the purpose of making the 
target text looks plausible as far as the conventions of the target genre 
and the expectations of the target audience are concerned, some 
changes are sometimes inevitable. 
But what if the source language genre does not exist at all in the target 
language? In this case, the translator should be looking for a target 
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language genre that is similar to that of the source language. If he falls 
to do so, he is then left with the only option, that is, translating the 
attitude relayed through the intertextual hijacking in an explicit 
manner. The translator would also go for this option if the source 
language genre does exist in the target language but is absolutely 
impossible to translate. However, the translation of the attitude must 
really be the last approach resorted to by the translator since such a 
kind of translation would 1) kill the intertextual game, 2) 
underestimate the target text receiver's intellectual capabilities and 3) 
deprive him of experiencing the psychological as well as the 
intellectual sides of the whole operation. The following chapter will be 
fully dedicated to translation theory in general and to the translation of 
this kind of generic hijacking in particular. 
4.9. Data Analysis 
4.9.1. Case I 
In this case, the textual and the social roles of the original participants 
are completely subverted. The participatory roles are preserved in the 
sense that both participants of the original and the hi . acking text play j 
the same participatory roles, i. e. the initiator or the respondent. 
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Text.. IA: (see- Appen "ix 
The lost and found genrelet is hijacked in this example. It is signalled 
at the level of lexicon (ý)Uýlloss, A-Jillost, 4-ý-- ý)t JjjJ1 -L6. ýý j-Lc- 
4-,. -j_r-A/who finds the plastic roll should hand it in to the nearest) and 
partially at the level of structure (the title, the description of the 
nussing item, the instructions to be followed if the item is found). 
This generic hijacking can be placed at the rank of the whole text. 
The text producer is playing the textual role of the "lost" announcer. 
The original extremely formal social relationship based on maximal 
distance is currently replaced by an informal one based on minimal 
distance. As the original "lost" announcer, the text producer plays the 
initiator's role with, however, no action expected on the part of the 
respondent. 
The four Gricean maxims of quality (claiming that the plastic roll is 
lost and believing that it is stolen), relation (using structure and 
lexicon alien to the current social occasion), manner (choosing an 
indirect ambiguous way for expressing the idea) and quantity (being 
more informative than required) are flouted in this example. The set of 
micro-signs available in the current text and normally required to serve 
an expository rhetorical purpose is currently manipulated to serve 
argumentative purposes. 
This generic hijacking relays a very ironical attitude on the part of the 
text producer, who is actually referring not to a lost item but to a 
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stolen one, a sign of governmental corruption which takes place in 
front of everybody's eyes. The word ýjIA-alloss invokes in the reader's 
mind the image of a small item, an ID or a wallet, that has fallen 
somewhere without being noticed, but never a big item such as a 
plastic roll (semantics). It is on this clash between what the text 
receiver expects and what he finds out that the text producer plays. By 
instructing the person who finds the plastic roll to hand it in to the 
nearest technician and not to the nearest police station, as the nonn 
dictates, the text producer shows that he does not have the least hope 
of finding it. Through the friendly informal relationship he develops in 
the current text, the text producer sees himself and his text receiver as 
one group which, perfectly well knowing the whole game, cannot be 
fooled any more. 
In the following, attempts have been made to relay the same attitude 
through the translation of the genre. The lost and found genre In 
English is basically preserved here through adopting the structure as 
well as the cable-like sentences: 
LOST 
A roll of plastic, to be used for flooring the University 
gymnasium. Last seen in the Accessories Department. If 
found, please contact the nearest technician. Cheers! 
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Text-. 2A: (seeAppen "ix 
As discussed earlier in the present chapter, the children's story is the 
genre hijacked here at the level of lexicon by 4 Ij Z)LSL*U- ý)Lr 
ý)16 ' Ilonce upon a time and God curse the devil. The hijacking also 
occurs at the level of morpho-phonology by the consonance between 
I ýZ)LSLAýu ý)L-5'. While the former takes place at the rank of 
phrase, the latter takes place at the rank of entities below the word. 
In the current text, the text producer is assuming the textual role of the 
children's story teller. The original child/adult relationship is currently 
replaced by an adult/adult informal relationship. As the original story 
teller, the current text producer is the initiator. 
The hijacked elements, originally occurring as micro-signs serving an 
expository rhetorical purpose, are manipulated to serve an 
argumentative function. The two Gricean maxims of manner 
(expressing an attitude in an ambiguous manner) and relafion (using 
textual indices which are irrelevant to the occasion where they occur) 
are flouted. 
The text producer is very ironical. By this generic hijacking, he is 
actually manipulating the element of unbelievability in children's 
stories to show how incredible is what is going on in the adultsworld. 
In the following translation, the ironical attitude of the text producer 
and the element of unbellevability are best rendered by invoking in the 
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target text receiver's mind the genre of children's stories through the 
use of once upon a time: 
Whisky Smuggled into Ministry without Mixers 
Once upon a time, there was an innocent security guard 
standing in front of the door of one of the Ministries. 
Text 3A: ýAS ýl rnýný'l _,! 
g (see Appendix) 
The obituary notice is the genrelet hijacked in this text. This hijacking 
occurs at the level of lexicon ( ý. ý L. -ijclwith more, LAAI u-#zxj 
,, -. -#ýlj1wlth the maximum of agony and sadness, . 
ýIwe announce the 
death, L-.... ojo L-jýij L+i: o- ýIlto its death with full acceptance) and partly 
at the level of structure (death notice preamble, identity of dead 
person). 
The text producer is playing the textual role of the producer of the 
obituary notice. The maximal distance involved in the original social 
roles is currently replaced by a minimal one where the text producer 
passes judgements and where he is a part of the situation as a whole. 
As the original producer of the obituary notice, the text producer is the 
initiator. 
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In this text, Gricean maxims of manner (expressing the attitude in an 
unclear and indirect way) relation (expressing it in a language alien to 
the occasion where it occurs) and quantity (saying more than required) 
are flouted. The concept of the text typology has also been violated 
here through using an expository text for the achievement of 
argumentative functions. 
The text producer is angrily dramatising the event by letting everybody 
know about the event and by borrowing the gloomy atmosphere of 
death to show similarities between the real death situation and the 
Arabs' death-like situation. His anger against the Arabs' submission to 
the status quo as an incidence of fate appears particularly in the way 
he manipulates the original structure. In other words, the original Leroi. ) 
jo is a part of the 
following Quranic verse which always occurs in 
the preamble as a means of calming down people's anger by reminding 
them that they will ultimately return to God: 
aii-zlj ý, ezLp Lýj 46-zLi I-r; ojo Lr; ol) .!. L) ýl xxv. -)l 1ý -alall a-AJ*l 
(... "0 (thou) soul, In (complete) rest And satisfaction! Come back thou 
To thy Lord, Well pleased (thyself), And well-pleasing Unto Him! 
Enter thou, then, Among my Devotees! Yea, enter thou My Heaven. ) 
(Yussuf Ali n. d: 173 5) 
However, by shifting it towards the end of the paragraph in the current 
text, its funcfion has been changed into a means of creating tension 
and reaching a climax. 
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In the following translation, an attempt has been made to translate the 
attitude of the text producer by mvoking in the target text receiver's 
mind the obituary notice genre through the use of premature, beloved, 
peacefully passed away and family flowers only: 
Lest the Volcano Erupt ! 
Totally denying all selfish thoughts... 
with rage at all means of oppression and dictatorship, 
and profound sadness at the premature burial of beloved 
democracy. We regretfully announce the departure of 
debate and consultation from our Islamic and Arabic 
world to the other world, the world of civilisation, the 
world of Europe and America which controls the destiny 
of underdeveloped nations very peacefully passing 
away... Family flowers only. 
Text 4A: p2oý, ký. -j "6. a (see Appendixj 
Job vacancies is the genre hijacked in this text. This is signalled at the 
level of lexicon by the title Hebrew wanted where 
syntax is also involved by the short impersonal-form sentence. It is 
worth mentioning here that the original job vacancy is never based on 
religion but rather on qualifications such as y_f-L6/a translator 
wanted or LA; U f. ý, *ýla shop assistant wanted, etc. 
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The text producer is playing the textual role of the job advertiser. The 
original formal relationship based on maximal distance is replaced by 
a more or less informal relationship based on minimal distance. As the 
job advertiser, the text producer is playing the initiator's role. 
Gricean maxims of manner (expressIng attitude in an ambiguous way), 
relation (using words alien to the occasion) and quantity (being less 
informative than required) are flouted. The original purely expository 
text is currently used for the achievement of some argumentative 
purposes. 
The text producer is very ironical. He is making fun of the whole 
historical period where, after the peace agreement in Jordan, contacts 
between the Jordanian and the Israeli governments are made in public, 
in an open flagrant manner. The translation I am suggesting here 
conveys this ironical attitude of the text producer by adhering to the 
form in which the job advertisement title occurs in English: 
WANTED 
Jew 
Text 5A: U, ijl-O-l 4414-11 -- C-AW I (see Appendix) 
Fiction is the genre hijacked in this title. Beginning the sentence with 
the connective j1and, a stylistic device sometimes used in Arabic 
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fiction titles, involves syntax at the level of entity below the word. 
Syntax is also involved in the use of the passive voice in the two verbs 
i, 0%6ij/and they were cut, and ý.: ý-ýjland they were buried, a device 
used in fiction titles as a means of vagueness. Morpho-phonology is 
involved by the alliterative repetition of the letter j1and, as well as by 
the consonance repetition of the letter #.: jlT in the above mentioned two 
verbs. In addition to alliteration, consonance and passive voice, the 
exact number of syllables in the two verbs and the rhythmic balance 
between the two sentences )U%ýY c-jt6jj1and the trees were cut, and 
c.. j,:, jland the gardens were buried reinforce the rhythm element 
in that title. 
The textual role of the producer of fiction is currently played by the 
text producer. The original participants develop a kind of relationship 
based on entertainment yet disbelief. In the current text, however, this 
contract between participants is missing since the relationship they 
develop has nothing to do with entertainment but rather with the 
unbelievable and yet true. As the producer of fiction, the current text 
producer plays the role of the inifiator. 
By this generic hijacking, the text producer is using an expository 
genre in order to achieve argumentative ftnictions. The three Gricean 
maxims of manner (expressing meanings in an ambiguous way), 
quantity (saying less than required) and relation (using utterances 
which do not match with the context where they occur) are flouted. 
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Through genre via intertextuality, the text producer is expressing the 
attitude of somebody who in absolute disappointment cannot believe 
what is going on. The element of disbelief is also reinforced by the 
exclamation mark occurring at the end of the title. In the following, a 
translation of the attitude is opted for due to the impossibility of 
translating the title in a way that activates the fiction genre in the mind 
of the target text receiver. This kind of translation involves some 
radical changes in the words of the original title: 
And they are Cutting the Trees!! 
Text 6A: Advertisement for Acuvue Contact Lenses (see Appen ix) 
(1)"Do you really need ... 
(2) Because of their unique disposable 
design 
... (3) And after two 
blissful weeks ... 
(4) Little wonder that 
amongst those opticians who wear ... 
(5) We are so confident that 
you'll make the choice ... (Numbers added throughout) 
Cosmopolitan, August 1994 
In the first part of this advertisement, the wedding ceremony genrelet 
is hijacked, and more precisely, the bit related to the marital vow. This 
is signalled at the level of syntax (the question-answer structure where 
the affirmative answer is always the norm), as well as at the lexicon 
level (do you, I do). The photo of the bride and the bridegroom 
associated with the advertisement signals the occasion 
paralinguistically. 
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The mother is playing the priest's textual role and the daughter is 
playing the bride's. The original hierarchic formal social relationship 
based on differences in power, knowledge and social distance is 
currently replaced by a non-hierarchic one. As In the case of the priest 
and the bride, the mother is the initiator and the daughter is the 
respondent. 
By this concise and cliched answer, the daughter is actually 
communicating the self-confident attitude of someone who is making 
the unquestionable right choice. SMce the wedding ceremony is a 
genrelet which does not exist in Arabic, the only option to go foristhe 
following straightforward translation of the attitude: 
Z. 4uji jijsi ZiL., w. Uu 
This is not the end of the story, however. For at the end of the text 
there appears another hijacked genre, that is, the fairy tale signalled at 
the level of lexicon by the cliche and live happily ever after. 
In this example, the textual role of the fairy tale producer is currently 
played by the adman. The original child/adult social relationship based 
on differences in knowledge and power is currently replaced by an 
adult/adult relationship with no such differences. As the original fairy 
tale producer, the adman is playing the initiator's role. 
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Through this genre via intertextuality, the adman is promising the 
consumer access to an unbelievably wonderful life, a life which only 
exists in imaginary worlds, the worlds of fairy tales. This generic 
hijacking reinforces the first one in the sense that the consumer will 
enter this world if s/he makes the right choice, that is, choosing 
Acuvue contact lenses. In the following translation, the attitude 
concerned is relayed through the use of a particular cliche which 
invokes the Arabic fairy tale genre in the mind of the Arabic text 
receiver: 
JLJJ J)J) 
In both incidents of intertextuality, the 
and relation are flouted. The two 
ceremony and the fairy tale, work as 
same rhetorical purpose, that is, the 
of this argument appears as follows: (I 
(Acuvue disposable contact lenses 
substantiation 1, (3) substantiation 11, 
conclusion. 
two Gricean maxims of manner 
hijacked genres, the wedding 
micro-signs serving one and the 
through argument. The structure 
thesis cited to be substantiated 
are the right choice), (2) 
(4) substantiation 111, and (5) 
Text 7A: Break glass for emergency cuddle (see Appendixxý 
The fire emergency notice is the genrelet hijacked here. This is 
signalled at the level of lexicon by break glass for emergency. Syntax 
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is also invoked by the unperative structure of the sentence as well as 
by its shortfonn. 
The textual role, originally produced by an establishment and not by a 
specific individual, is currently played by a lover. The original 
extremely formal social relationship based on maximal distance and 
power differences is currently replaced by an extremely informal one 
with no sign of distance or power differences involved. As the 
establishment, the lover is playing the role of the initiator. 
As it is the case in all incidences of genre via intertextuality, the 
present example flouts Gricean maxims of both manner and relation. It 
manipulates a purely instructional text in order to achieve a humorous 
attitude on the part of the lover who is assuming that his/her partneris 
desperate for a cuddle. Since the above-mentioned genrelet does not 
exist in Arabic, I suggest the following translations where the 
humorous attitude is relayed in all of them by using a language that 
appears to be absolutely alien to the current context and consequently 
very informative to the text receiver: 
a-i j, 4--A3illi ', wo L5, )t-10 
jL.; p S-V- Je-4--f-U 
0.:. 11 (;, Ä Lk. 1 
LAZALi 
16; A+ý-l e. 




Vjj L.. 4.4AII f j, ý- J& I s. L. A6 V jj A!.. wI 
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Text 8A: Infinite Disk (see App 
In this advertisement we have two kinds of generic manipulation, 
namely the manipulation of the genre of advertising itself and that of 
science fiction films. The first kind of manipulation has to do with 
film. advertisements. This is illustrated by the full adaptation of the 
structure of that specific incidence of the advertisement genre (the 
bold name of the producing company, the verb present in the present 
tense, the opinion of the critics and the name of the magazines where 
these opinions occur, the name of the star and the name of the film). In 
this kind of what I call internal generic hijacking, we are still moving 
within the sphere of the same genre with the same original participants 
playing the same textual, social and participatory roles. 
The second kind of hijacking is illustrated by Honey, I shrunk the files 
which takes the text receiver to the actual science fiction film Honey, I 
shrunk the kids in which a scientist conducts some experiments which 
result in shrinking his own children. The photo of the man holding the 
magnifying glass is similar to the one of that scientist at the end of the 
film when looking for his shrunk kids. This title does not only take the 
text receiver to that actual fihn but also invokes in his mind the virtual 
world of the science fiction film as a whole. 
In this genre via intertextuality, the adman is playing the textual role of 
the science fiction producer. The social roles seem to be quite different 
in both texts in the sense that in the science fiction genre there is an 
agreement between the text producer and the text receiver that what is 
186 
Genre via Intertextuality 
communicated is entertaining but neither believable nor true. In the 
current text, however, this element of agreement is missing since what 
is being communicated is something although unbelievable yet 
absolutely true. As the science fiction man, the adman is the initiator. 
The three Gricean maxims of manner, quantity (saying less than 
required) and relafion are flouted in this genre via intertextuality. 
The two instances of intertextuality, via the sarne genre and via a 
different genre, work hand in hand in this example. The film 
advertisement genre brings to the text the element of the new and the 
science fiction genre brings to the text the element of the unbelievable. 
Both elements combine to help relay the attitude of someone whol so 
excitedly, is bursting out a wonderfully unbelievable piece of news. 
In the following, attempts have been. made to relay the same attitudinal 
meamngs conveyed in the source text through 1) adopting the film 
advertisement genre in Arabic and 2) changing the title of the filrn in a 
way that makes it invoke the science fiction film in the mind of the 
Arabic text receiver. This translation involves the omission of the 
critics' opinions element since it does not exist in the film 





Genre via Intertextuality 
ý. o 
Text 9A: An advertisement for Carex (No Appendix. British TV 
advertise 
"It is not easy keeping your hands clean and fresh. Every day they pick 
up all kinds of hidden germs. The kinds some grown ups find hard to 
handle. But now there is Carex. An anti-bacterial agent. So after every 
little job always handle with Carex. " 
The fragile delivery notice is the genrelet hijacked in this 
advertisement. This hijacking is signalled at the level of lexicon by 
handle with Carex which originally occurs as handle with care. Syntax 
is also involved in this hijacking by the imperative form of the verb 
handle. 
The textual role of the parcel sender is played by the adman in the 
current text. The original hierarchic formal relationship based on 
maximal distance and on differences in power is currently replaced by 
a non-hierarchic slightly informal one with no such distance or 
differences in power involved. As the parcel sender, the adman is 
playing the role of the initiator. 
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The three Gricean maxims of manner, relation and quantity (saying 
less than required) are flouted in this advertisement. The instructional 
text of the fragile delivery notice is manipulated in another 
predommantly instructional text, the advertisement, in order to achieve 
argumentative purposes. 
By this generic hijacking, the adman is expressing the attitude of 
someone who, caring about something that needs special attention and 
keen on getting the best results, is communicating a piece of advice. 
The translation I am suggesting here is a direct translation of the 
attitude since the genrelet itself does not exist in Arabic: 
js ý. rj "fj 6fi.. L. 4 AjLýu -IP 
JýU. ý-l J+.. Ji 
L 
; 211 ýJyl 
S ýL-;. & Al L 
L-4iu IAj Lo+A Lq ýý L; " ý!. 6Lý LJ4 a-<J. )L-57 
Text IOA: The End (see Appen ix) 
The genre of the movies is hijacked here. This is signalled at the 
lexicon level by The End Syntax is also involved in this hijacking 
where The End stands on its own as an independent phrase. The End, 
not being in use any longer in current movies, invokes in the reader's 
mind movies of the early 70's where all incidents were accepted by 
viewers no matter how illogical and far away ftom reality theywere. 
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The textual role of the movie producer is currently played by the 
adman. The original non-senous entertainment-based relationship 
between participants is currently replaced by an absolutely serious one 
which has nothing to do with entertaininent but rather with the 
unbelievable, yet the true. As the movie producer, the adman is 
playing the initiator's role. 
Manner, quantity (saying less than required) and relation are the three 
Gricean maxims flouted in the present text. The adman is manipulating 
an expository text in an mstructional text in order to achieve 
argumentative functions. 
In normal cases, the adman could have used any common phrase 
associated with sales, such as End of Sale, Last week of Sale, etc. 
However, this is not a normal case. This special use of language is 
basically meant to relay the attitude of someone who, seeing the event 
as unbelievably wonderful, is drarnatising its imminent end. The 
Arabic word La4J-I occurring in italics would invoke in the target text 
receiver's mind the movies genre and would help conveying the same 
attitudinal meaning. 
Text I IA: Do you, Paul, Take Ralph (see AlDpendix) 
The wedding ceremony is the genrelet hijacked in this title. This 
hijacking is signalled at the level of lexicon (do you, take) as well as at 
the level of syntax (interrogative fonn). 
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The text producer is playing the textual role of the priest. The original 
hierarchic and extremely formal social roles with maximal distance 
and power differences involved are currently replaced by non- 
hierarchic, informal and non-serious ones. The initiation role 
originally played by the priest is now played by the textproducer. 
The three Gricean maxims of manner and relation as well as quantity 
(sayIng less than required) are flouted in the present title. 
This generic hijacking signals the ironic attitude of the text producer 
who does not take seriously the research conducted by Boswell. The 
attempts made on the part of Boswell to legalise the present through 
the past are made fun of by the text producer's intelligent choice of the 
two names Paul and Ralph. The former is an old name of an important 
Biblical figure responsible in the Bible for spreading Christianity and 
the latter is a new name with no religious significance whatsoever. 
Since the wedding ceremony genrelet does not exist in Arabic, the 
following translation takes care of the attitude itself: 
!!! j.. Uj 
Text 12A: Kiss now, pay later (see ApDendix) 
The genre of advertising is hijacked in this fitle. This is signalled at the 
level of lexicon by the whole sentence which originally occurs as the 
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clich6 buy now, pay later. Syntax is involved by the imperative form 
of both verbs kiss and pay as well as by the extremely short sentence. 
At the textual level, the text producer is assuming the role of the 
advertiser. The original serious and persuasive relationship is currently 
replaced by a non-serious one. On the participatory level, and as the 
adman, the text producer is playing the initiator's role. 
Gricean maxims of manner and relation as well as quantity (saying 
less than required) are flouted in the current fitle. The text producer is 
manipulating what is supposed to be a predominantly instructional 
text, the advertisement, in order to achieve a subtle argument. 
This generic hijacking reveals the facetious tone of the text producer 
who is actually making fun of the whole situation, particularly of the 
Gulf states who,, in order to justify their stinginess with the 
Palestinians, always resort to the same endless pretext that the PLO 
still has some unsettled long term payments to make for its support of 
the Iraqi regime during the Gulf war. 
Since it is so difficult to translate this advertising cliche in such a way 
to invoke in the target text receiver's mind the genre of advertising, the 
translation opted for here is a direct translation of the attitude. 
Obviously, the title undergoes some radical changes and the actual 
words are sacrificed to the attitude: 
Jj _-j 
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Text 13A: Only available m hard back (see Appendix) 
The genrelet hijacked here is the book shop notice where the above 
sentence is used to refer to the fact that a certain book, nonnally a 
recently published one, is available in hard cover only. This hijacking 
occurs at the level of lexicon as well as structure. In this hijacking, 
syntax is also InVolved by the short verbless sentence. 
The adman is playing the textual role of the book shop man. The 
original non-hierarchic social relationship with maximal distance 
involved is replaced by a non-hierarchic relationship with less distance 
involved between participants. This is signalled by the shifting of only 
from the very end in the original text to the very beginning in the 
present text. As the book shop man, the adman is the initiator. 
The two Gricean maxims of manner and relation are flouted in the 
current advertisement. By this generic hijacking, the adman is arguing 
through exposition in what is supposed to be an instructional text. His 
attitude is that of someone who, knowing exactly what he has, is 
boasting of the good quality of Volvo cars. 
The following is a translation of the attitude itself since the book shop 
notice genrelet does not exist in Arabic: 
_fp- .P 
j' V L4.0-1 L4 Li L; , I. 
193 
Genre via Intertextuality 
. )t .- %il i)ýýl j-ii_o 
4.9.2. Case 11 
In this case, the textual and the social roles of the original participants 
are completely subverted in the hijacking text. The participatory roles 
are also changed in the sense that they are played in a different way as 
far as the initiation and the response are concerned. 
Text IB: I tnýl 6. A; Ul 14). jkl Al (see Appendix) I- 
In this fitle, the following genrelet of the telephone operator's message 
_ýI y 
brother the is hijacked: J) 1 ý. -61 M 
citizen, the number you have dialled is out of order, thank you. This 
generic hijacking occurs at the level of both lexicon and structure. 
The text producer is playing the textual role of the telephone operator. 
The original extremely formal relationship is currently replaced by an 
informal one where jokes are allowed between participants. While the 
operator is a respondent to a non-verbal action taken by the customer 
(i. e. an attempted phone call), the text producer is the initiatorhere. 
In the current text7 an expository text is manipulated for the 
achievement of argumentative purposes. Gricean maxims of manner, 
relation and quantity (saying less than required) are flouted. 
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The text producer is very iroMcally alluding to the inhuman, non- 
responding machine-like communication between the head of 
telephone connections in Mucan and the people of that area. For 
rendering this ironical attitude, I would suggest the following 
translation of the genrelet itself: 
Sorry, the number you have dialled is under arrest, 
please try agam. 
Text 2B: ... and nodling 
but the truth? (see Appendix) 
In this title, the court vow genre is being hijacked. This hijacking is 
signalled at the level of lexicon by the whole title. The text produceris 
playing the textual role of the court vow taker. At the social level, the 
original hierarchic, serious and extremely formal relationship with 
power differences involved between participants is currently replaced 
by a non-hierarchic, non-serious and informal relationship with no 
power differences involved. Contrary to the original respondent vow 
taker, the text producer is playing the initiator's role. 
By this generic hijacking, the three Gricean maxims of manner, 
quantity (saying less than required) and relation are flouted. The text 
producer is manipulating an expository text for the achievement of an 
arginnentafive fimcfion. 
195 
Genre via Intertextuality 
The text producer is sarcastic about the exaggerated court-like 
judgement of truth. He shows disapproval of the fuss made about the 
issue as a whole. In the following, the court vow genre is translated in 
order to relay the same attitudinal meanmgs of the source text: 
li-J-1 ýý %ý'Jj 
4.9.3. Case III 
In this case, the original textual roles are completely changed. The 
original participatory as well as social roles are preserved. 
Text IC: 9.., jl ýj IILII 1, rýz)i, Ij r4l (see ADDendixj 
Legend telling is the genre hijacked in this text. Before the mvention 
of TV, this genre used to be a popular kind of entertainment produced 
by a story teller telling a crowd of people about the unbelievable deeds 
of the courageous men of the past (e. g. Antara). This hijacking occurs 
at the level of lexicon and is signalled by the cliche 4.; jIj-JI U '"-tj 
ý1.41%-dthe teller brought us the good news you respectable gentlemen, a 
sentence with which the story teller used to start his story with the 
slight difference that he used to say JUIsaid instead of U., &jIbrought us 
the good news. Syntax is involved in this intertextual operation by the 
use of the verb U.:.. '* j in the past tense. 
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The text producer is playing the textual role of the legend teller. The 
original non-hierarchic and informal social relationship is preserved in 
the current text. As the legend teller, the text producer is playing the 
initiator. 
In this text, the four Gricean maxims of quality (considering the 
Israeli/Jordanian wedding as good news while believing the contrary), 
manner (expressing an attitude in an ambiguous manner), relation 
(usMg a cliche which seems to be irrelevant to the current context) and 
quantity (being less informative than required) are flouted. The 
hijacked cliche, a sign originally designed to serve an expository 
rhetorical purpose, is manipulated in the current text in order to serve 
argumentative purposes. 
This genenc hijacking urumasks an iroMcal attitude on the part of the 
text producer to whom the wedding between an Israeli man and a 
Jordanian girt is an absolutely unbelievable incident. Since the legend 
telling genre does not exist in the target language, I would suggest the 
following translation of the attitude: 
Jordanian Wedding ... Israeli Registrar 
Believe it or not, the first wedding of a lady holding 
Jordanian nationality will very soon take place in Tel 
Aviv. Invitation is limited to those Jordanians and 
Israelis who support the Israeli/Jordanian peace 
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agreement, some cherished Americans, and others of 
similar ilk. 
Text 2C: t-a 1 (see Append*x) 
Le-jpa 
(Naguib Mahfouz, Mjdaq Alley, p. 296) 
Throughout the novel, Hussain, the person who says the above- 
mentioned words, appears to be a man of strong character who feels 
intellectually superior to all the people living in his alley micluding 
Abbas, the person to whom the words are addressed. Here, Hussain is 
rebuking Abbas for not exacting revenge on the man who made Abbas' 
fiancee work as a prostitute. 
The school classroom genre is hijacked here. This is signalled by the 
shouting and rebuking as well as by ., -_, Alwell done occurring at the 
level of lexicon and at the rank of word. It is worth mentioning that in 
the original genre, and as is the case in the present text, the word e-. e 
is most of the time followed by a praising and encouraging sentence 
similar to ýL-G-A Lr-A (e. g. jIuLj c-S')y. 1bless you hero). At the 
semantic level, the word . ee 
invokes in the reader's mind the image 
of the small coloured encouraging certificates which are normally 
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given to Arab pupils who score good marks in a given subject. These 
certificates are also called At the level of syntax, repeating the 
word ýýjo, as often done by school teachers, reinforces the whole 
image of teacher-pupil communication. 
Hussain is playing the textual role of the school teacher. The original 
hierarchic relationship based on distance and differences *in power and 
knowledge is preserved in the current text. As the school teacher, 
Hussain is playing the respondent's role devaluating what -has been 
done by the initiator Abbas who is assumed to be the school boy. 
Through this generic hijacking, the four Gricean maxims of quality 
(depraising through praising), quantity (being less informative than 
required), manner (expressing attitude in an ambiguous manner) and 
relation (using words irrelevant to the context) are flouted. 
Hussain is very ironically expressing the attitude of someone who 
feels superior to others and who assumes much more knowledge than 
others. Had Hussain wanted to be ironical without this feeling of 
superiority, knowledge and power, he would simply have said %!. U L41A 
c-WI alcongratulations on what you've done, or c. WL-. o a-Lo 1ýI a- 
W 
congratulate you on what you've done, but definitely not . --jolwell 
done. 
SMce it is extremely difficult to translate the word in a way that 
mvokes m the mind of the target text receiver the school classroom 
genre, I would suggest translating the ironical and superior attitude of 
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Hussain as "Well done. Good boy! " where the well done takes care of 
the ironical evaluation and the good boy takes care of the feelings of 
supenority, knowledge and power. 
Text 3C: Lj 41 sLjýi ýJul' ýýL.,; (see Appendix) 
The news report genre is hijacked in this text. This hijacking takes 
place at the level of structure, as well as lexicon (;, L-41 LJUIý ý-Lc- 
jahlurgent to the Arab News Agency, ; jtj j S-L lit is mentioned that, 
ýo-j. -W J--ol, ýjlwe continue presenting the news, (. - 4- 1 I. L+. j 
ý--<J LALa-j )Ljs-ýl i. ýIby this the news is finished we presented 
it to you from the Voice oj). 
The text producer is playing the textual role of the news broadcaster. 
The original extremely formal relationship with maximal distance 
involved is fully preserved in the current text. As the news 
broadcaster, the text producer is playing the initiator's role. 
Through this generic hijacking, the four Gricean maxims of quality 
(telling lies), manner (expressing attitude in an ambiguous indirect 
way), relation (using tenninologies and structure alien to the context) 
and quantity (being more informative than required) are flouted. The 
news report, originally occurring as an expository text, is currently 
manipulated to achieve argumentative functions. 
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This generic hijacking relays the text producer's ironical attitude. This 
irony creeps into the text particularly from the contradiction between 
what the news report genre originally stands for (telling facts) and 
what it stands for in the current text (telling lies). The distance 
between facts and lies is as huge as the distance between the Arabs' 
current situation and the stage described in the text. 
In the followIng translation, an attempt has been made to adopt the 
news report genre in order to preserve the same ironical attitude of the 
text producer: 
Our correspondent from the Arab News Agency in 
Jerusalem reports that after performing the Friday prayer 
in the mosque, the kings and presidents of Arab united 
countries will tour Jerusalem on foot. In the evening they 
will make for liberated Tel Aviv. The same source also 
reports that the head of Jewish emigrants in Palestine has 
asked the Arab kings and presidents to grant autonomy to 
his people in Jerusalem. Elsewhere, Arab inspection 
teams are still looking for nuclear weapons in the United 
States and Britain. Turkey has agreed to return 
Iskandaruna to the Syrians. This is the end of the news 
from the Voice of the United Arab Nation, Jerusalem. 
Thank you for listening in. 
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Text 4C: 
-An advertisement for Saliba Jeans (No Appendix. Syrian TV 
adyýýýýý 
Man's voice: L-, ý ýý, o 
Group: 
a Man's voice: ý.: dlj" --- u. 
6-1 
Group: 
Man's voice: aýt---= J-S) )LA., Oj )LXj 
ýLaj ita" ýL* L. Lý ýý; Jujvl 
ý! aL-. w 
Group: L!, Jý 
The Damascene wedding zaffa is the genrelet hijacked in this 
advertisement. On this occasion, the bridegroom, taken from his house 
to the wedding location, is praised loudly in the streets by the zaffa 
man and a group of friends and relatives. This hijacking is signalled at 
the level of lexicon by taL-a ýLa/I can't hear, a phrase normally said by 
the zaffa man when he wants a certain sentence to be repeated by the 
crowd. Involved in this intertextual operation are both syntax (the 
short praising sentences) as well as morpho-phonology at the rank of 
entities below the word (the consonance between )L-r*-PY )LL Pj)L! 
>*, J 
and between -Wj;; ý.. ZjLjjýl). The very loud and excited voices signal 
the occasion para-linguisfically. 
The textual roles of the zaffa man and the zaffa group are now played 
by the Saliba man and the Saliba group. The original non-hierarchic, 
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friendly and infonnal relationship is preserved in the current text. As is 
the case in the original, the Saliba man is playing the initiator and the 
advertising group the respondents. 
The three Gricean maxims of manner, quantity (saying more than 
required) and relation are flouted in this text. 
Through this hijacking, the Saliba man is actually encouraging 
everybody to come and take a look at an event that is no less 
momentous and exciting than the wedding day. Since there is no 
equivalent genre in English to relay the text producer's attitude, the 
sentence "roll up! roll up! ", used in circuses or fairgrounds to 
encourage people to come along and to try the exciting games, appears 
to be the best translation for the attitude conveyed by and the 
whole text. 
Text 5C: an advertisement for Unisys (see Appendix) 
As discussed at the beginning of the current chapter, the dictionary 
description is the genre hijacked here. This hijacking is signalled at the 
level of structure and could be placed at the rank of the whole text. 
The adman is playing the textual role of the dictionary man. At the 
social level, the non-hierarchic formal relationship based on maximal 
distance and differences in knowledge is preserved in the current text. 
As the dictionary man, the adman is the initiator. 
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Gricean maxims of manner and relation are flouted in this text. By 
hijacking the dictionary description, the adman is dealing with 
language as having an informational function. He is manipulating a 
purely expository text in what is supposed to be a predominantly 
instructional text, the advertisement, in order to achieve a subtle and 
effecfive argwnent. 
Through this intertextual operation, the text producer is expressing the 
attitude of the defmite self-confident person whose information is 
neither refutable nor questionable. The following translation takes care 
of the text producer's attitude by carefully adopting the genre of 
Arabic/Arabic dictionary description: 
i)-Li JL! rti Lfj-ý)- Luý%-: -Wl )L! rt uujj "Ji 
)kJ jjj 
4 Isli La *4 j 0-Y) 
;, Lý-l 4.. Aj-jt )I ot- 1 LJI 
jj--Il LjeL; -l 4-j)Lm---Jl 
Text 6C: an advertisement for Raffles cigarettes (no Appendix. Street 
advertisementa 
"Take cash or open a box? " 
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The quiz show is the genre hijacked in this advertisement. This 
hijacking takes place at the level of lexicon by the whole sentence 
which can only be said by the quiz show presenter asking the winner 
to choose between taking money or opening a box as a prize. Syntaxis 
also involved in this mtertextual operation by the short sentence, the 
missing pronoun, the missing auxiliary verb as well as by the 
interrogative form of the sentence. 
The textual roles of the quiz presenter is currently played by the 
adman. At the social level, the original non-hierarchic, informal and 
friendly relationship between participants is currently preserved. As 
the quiz presenter, the adman is the initiator. 
fn this advertisement, the Gricean maxims of manner and relation as 
well as quantity (saying less than required) are flouted. 
Through this intertextual trick, the adman is expressing the attitude of 
someone who is trying to arouse the curiosity of the text receiver and 
to push him, within a short space of time, to make the right decisionto 
open the box, i. e. the Raffles packet, and to enter the world ofmystery 
and excitement. In the following translation, this attitude is relayed 
through the translation of the genre itself. This translation has to be in 
colloquial Arabic since putting it in classical Arabic might mislead the 
text receiver and disorient him from the quiz show genre: 
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Text 7C: ýj! 41 nn!!! e (see ADDendix) 
The waking up invocation is the genrelet hijacked in this fitle. This is 
signalled on the level of lexicon by the sentence ýj---Jl C7-olhealthy 
sleeping, which is said to the waking person and to which he should 
answer j-j-ýj . q-A-aj. a IlGod make your body healthy. Syntax is also 
involved in this hijacking by the short sentence as well as by the verb 
C7.. o occurring in the pasttense. 
The textual role of the non-sleeping invocation maker is currently 
played by the text producer. The original non-hierarchic informal 
social relationship based on minimal distance is preserved in the 
present text. As the original non-sleepIng invocation maker, the text 
producer is playing the role of the initiator. 
This intertextual operation results in the flouting of the Gricean 
maxims of manner, quantity (saying less than required) and relation. 
By this generic hijacking, the text producer is not only trying to be 
sarcastic about the sleeping-like condition of the Arabs but also 
putting their fidelity and loyalty to serious question. In the followmig, 
the translation of the attitude has been opted for since the waking up 
invocation does not exist in English: 
Always Late!!? 
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Text 8C: an advertisement for Halifax (see Appendix) 
The heart-to-heart genre 
hijacking takes place at 
person in bold, his age, 
looking for), syntax (the 
tense) and semantics (th 
mind with the element of 
is hijacked in this advertisement. This 
the levels of structure (the description of the 
his current situation and what exactly he is 
short sentences and the use of the present 
e verb to seek itself associated in the reader's 
desperation). 
The home seeker is playing the textual role of the partner seeker. The 
original non-hierarchic stranger-to-stTanger social relationship with 
maximal distance involved is preserved in the current text. As the 
partner seeker, the home seeker is playing the initiator's role. 
The two Gricean maxims of relation (using a structure not related to 
the occasion) and manner are flouted in this advertisement. As is the 
case in many other exajrnples, this text shows how an expository text is 
being exploited in an instructional text in order to achieve 
argumentative purposes. 
Through this generic hijacking, there is an attitude relayed. It is the 
attitude of somebody who, stating the details of his life in public, is 
expecting sympathy and co-operation. Through this attitude, the 
advertisement indirectly says that Halifax is the most able building 
society to sympathise with people's sufferings and to solve their 
housing problems. Sticking to the equivalent genre in Arabic is the 
best way to render this attitudinal meaning in translation: 
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3392 
Uýt 41 
.Aite. - -ý. A 
Text 9c: An advertisement for Nike -(no 
Appendix. Street 
advertise 
"These men are dangerous. DO NOT attempt to tackle them. " 
The police-warning genre is hijacked here. In this genre a police 
officer appears on TV warning people of dangerous escaped prisoners. 
This hi acking occurs at the level of lexicon (the whole two sentences) i 
and partially at the level of structure (the description and the warning). 
Syntax is also involved in the intertextual operation by the short 
sentences and by the auxiliary verb DO NOT occurring in the 
imperative form. 
The original textual role of the police officer is currently played by the 
adman. The original hierarchic and formal social relationship based on 
maximal distance and differences in power and knowledge is 
preserved in the current text. As the police officer, the adman is 
playing the initiator's role. 
In this advertisement, the Gricean maxims of manner, quantity (being 
less informative than required) and relation are flouted. This example 
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shows how a specific kind of instructional text is manipulated in a 
predominantly instructional text, the advertisement, in order to achieve 
argumentafive purposes. 
The adman's attitude is the attitude of the self-confident man who, 
quite sure of the authenticity and validity of the information he is 
communicating, gives himself the right to announce it in public. Since 
the police-warning genre does not exist in Arabic, the following 
translation takes care of the self-confident attitude through the addition 
of the emphatic device 4'U', A. 1most certainly, which helps the target 
text receiver work out the attitude concemed: 
ý-. 
l JJL..; 4 *ýj 
4ýjj"Ja* JL. P-)l 5, vj. A 4L; J-L 
4.9.4. Case IV 
This case seems to be much more complicated than the last three. The 
textual roles are subjected to two different kinds of change. While the 
first kind has to do with the roles being played by participants 
different from those of the original, the second kind has to do with the 
case where two ' textual roles, originally played by two different 
participants, are merged together and currently played by one 
participant only. 
At the participatory level, this case exhibit two kinds of participatory 
roles. The first kind is changed in the sense that participatory roles, 
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originally played by initiator and respondent as two separate 
participants, are currently played by one participant as the initiator. 
The second kind is more or less kept the same. The social roles also 
undergo changes in the sense that one kind of social roles is missing 
due to the merger of the textual and participatory roles of two 
participants, and the other is kept the same. The following two 
examples will clarify this. 
Text ID: i -11, ý H. L4 L. -,. Ji (see Append x 
The invocation of God is the genre hijacked in this text. This is 
signalled by the two invocations L+yýj ý. FA, 
ý I L+*I. ýWod preserve it and 
N 
ZU I (vr. )L--P-VGod protect you ftom it, where syntax is invoked at the 
level of sentence by the sbOrt sentences and at the level of words by 
the special polite use of the past tense when asking God to do 
something in the future. This hijacking is also signalled at the levels of 
lexicon by ýýIlAmen, a word always used to terminate the invocation, 
as well as structure (the invocation making, the endorsement). 
Morpho-phonology is involved at the rank of entity below the word by 
the consonance repetition of zi, occurring in the words zjU. IWIlroads, 
ZjU .. LJ- 11sewage, 6: jL-. 
kr4J-I1drainqge pipes, #. ýL-AUALIIlunauthorised 
structures, and .:. s-llcoming. 
The text producer is playing the textual roles of both the invocation 
maker and the Amen sayer. The original social roles between the 
invocation maker and the Amen sayer are obviously missing since the 
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textual roles of the two participants are merged. However, the original 
social relationship between both the invocation maker and the Amen 
sayer as one and the same entity, on the one hand, and God on the 
other hand, is preserved. This relationship is hierarchic and extremely 
formaL based on differences in power, knowledge and on maximal 
distance. In the original genre, the invocation maker is the initiator, the 
Amen sayer is the respondent and both of them are the initiators 
sincerely addressing themselves to God to respond to their invocation. 
In the current text, however, the text producer is the initiator and the 
respondent, on the one hand, and the initiator with no sincere wishes 
for God's response on the other hand. 
fn this example, Gricean maxims of quality (making the invocation 
and not meaning it), quantity (being less informative than required), 
manner and relation are flouted. 
This generic hijacking signals an ironical attitude on the part of the 
text producer who disrespectfully sees that what is going on has 
nothing to do with the morals and the principles dictated by religion. 
The merging of the roles of the invocation maker and the Amen sayer 
is very significant here since it indicates that what the invocation 
maker is saying is a mere lie endorsed by nobody. 
In the following translation, an attempt has been made to create a 
similar invocation associated with biblical terminologies and written in 
italics in order to render the ironic attitude of the source textproducer: 
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Director of Jawbar Technical Services Department 
Mazract Nasri is a quarter poor in services. It is your 
responsibility and belongs to your Department. The 
people living there are looking forward to a visit from an 
official from your Govemorate administrafion or your 
Technical Department- Our Lord be Thou its Protector- 
so that he might have a look at the poor roads, the 
sewage and drainage pipes, the unauthorised structures, 
and all the misery in this bitter winter- Oh Lord Protect 
thee ftom it until the quarter is blessed with thy glorious 
benefactions. Amen. 
Text 2D: an advertisement for Argos catalogue (no Appendix. Brifish 
TV advertisementil 






Genre via Intertextuality 
Cut! Cut! Cut! I said Take I- 
"The new Argos catalogue is out now" 
The film shoot is the genre hijacked here. This hijacking is signalled at 
the levels of both structure (the presentation, the action and the cut) 
and lexicon (Take 1, prod., dur., cut). Syntax is also *involved *in this 
intertextual operation by the verbless short presentation sentence at the 
beginning of the advertisement, as well as by the verb cut occurring in 
the imperative form towards the end of the advertisement. The generic 
hijacking is also signalled paralMguistically by the picture of the 
clapper board. 
The textual roles of both the take presenter and the film director are 
currently played by one person, the adman. The original social 
relationship between the film director and the take presenter is 
obviously missing since one participant plays both roles. The 
hierarchic relationship based on differences in power and knowledge 
between the film director and the actors, represented in this 
advertisement by hands struggling to take the Argos catalogue, is 
preserved in the current text. The participatory roles are remoulded in 
the sense that the adman is playing the initiator role of the take 
presenter and the respondent role of the film director. The 
participatory role of the actors is preserved in the sense that they are 
still respondents but to the initiation of the film director and not to the 
initiation of the take presenter as what happens in the original. 
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In this advertisement, the three Gricean maxims of relation., quantity 
(taking a whole text to express one idea) as well as manner are flouted. 
Through this generic hijacking, the adman is expressing the attitude of 
the traditional person who, having at the back of his mind the concept 
that there must be organised procedures to go through, cannot really 
accept the idea that a perfectly satisfactory version has been reached 
from the first trial. In the following translation, this attitude is relayed 
through the translation of the genre itself in the target language: 
ýA il-11 . -L-J. -LI-I aj-ý-S)T C. 
Ajlso 
r. 
4.9.5. Case V 
In this case, changes occur at 
levels but not at the social one. 
of partial exchange in textual 
used to be played by particip 
This involves another kind of 
where participant B, origMally 
the initiator. 
Ôj.. .. JJ: Lti? .? Jf_w 
JS)T 
the textual as well as the participatory 
At the textual level, there occurs a kind 
roles in the sense that what originally 
ant A is now played by participant B. 
role exchange at the participatory level 
playing the respondent, is now playing 
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Text 1: L (see Appendix) 
The genre of L. -e)l zdL-; ýLPVI/public announcements is hijacked in the 
current text. This occurs at the levels of lexicon (Z))L-C-11announcement, 
ýrýjannounces, o. L. 6c- C'. r-6 ý, ýImakes an offer, L-4--OIJI (V-+. -d Lý-C 
i )IYthose who have the capability and the desire, 
j_, Plpresenting their proposals) as well as structure (what the 
announcement is about and what the interested people have to do). 
The Jordanian TV viewers are playing the textual role of the public 
announcement maker, the Jordanian TV itself in this case. The original 
formal social relationship based on maximal distance is preserved in 
the current text. The participatory roles are partly exchanged in the 
sense that the TV viewers, originally respondents, are currently 
playing the roles of the initiators. 
In this text, Gricean maxims of relation, quantity (taking a whole text 
to express one idea) and manner are flouted. The public 
announcement, originally used for expository functions, has currently 
developed an extra semiotic dimension in the sense that it has acquired 
argumentative functions. 
This generic hijacking relays a very ironical attitude on the part of the 
Jordanian TV viewers who are tiying to disclose the shortcomings of 
Jordanian TV and to put these in front of everybody's eyes. Through 
the remoulding of the textual as well as the participatory roles, the 
Jordanian TV viewers appear to carry out tasks which should have 
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been carried out by the Jordanian TV itself This refers to the 
negligence of that governmental establishment and puts a big question 
mark over its efficiency and its capability to appropriately carry out 
tasks. 
In the following translation, I suggest relaying the sarne attitude 
through invoking In the target text receiver the genre of the public 
announcement: 
Public Announcement 
Jordanian viewers announce that tenders are being received 
for the establishment of a Jordanian television station 
interested in news of the country and its people. All serious 
applicants who are able to meet the necessary requirements 
and who are concerned with the interest of the people 
should submit their tenders publicly before their God and 
His creatures. This announcement relates to licences given 
to those who are willing to serve the people. 





ý tLi ijw* l 
ý2), 




: wu A.. W. Ä. -0 OJÄ 
(Naguib Mahfuz, The Thief and the Dogs, p. 205) 
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Said is a thief who has been betrayed by his wife and his close friend, 
Ilish, who got married when he was M prison and took away his 
daughter. Not knowing how to find them to exact revenge and to bring 
back his, daughter, Said assails one of Ilish's friends , who is a thief 
hunself, m order to ask him about the whereabouts of his wife and 
Ilish. 
In this exwnple, and as discussed earlier in the current chapter, the 
criminal-arrest genrelet is hijacked. This hijacking occurs at the levels 
of lexicon (6ýilstqp), semantics (the verb Ji associated with meanings 
of justice) as well as syntax (the occurrence of the verb in the 
imperative mode forming a whole sentence). The hijacking can be 
located at the rank of the word. 
At the textual level there is an exchange of roles taking place. The 
policeman's textual role is played by Said, the criminal, who assumes 
the policeman's authority, social distance, power and self-confidence 
(social role). At the participatory level, there occurs another kind of 
role exchange when Said, the criminal, decides to initiate the action, to 
announce his presence and to give the other criminal orders to stop 
(participatory role). 
In this generic hijacking, Gricean maxims of relation, quantity (being 
less informative than required) and manner are flouted. The 
instructional criminal-arrest genrelet is manipulated for the 
achievement of argumentative functions. 
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This generic hijacking is meant to relay a defiant attitude, the attitude 
of someone who sees that the meaning of justice should be 
reconsidered since not only the policeman is the voice of justice but 
the criminal could sometimes be. The translation of the verb ý. j as 
fteez, e! would invoke in the mind of the target text receiver the image 
of the criminal-arrest situation and would expose him to the same 
intellectual operation the source text receiver has been exposed to in 
order to reach the same ultimate goal, i. e. working out the deýýing 
attitude. 
4.10. Conclusion 
OrigMality and imitation have mostly been concentrated on as the 
most important aspects of human intellectual capabilities. A text 
producer is considered to be original if he creates something new, and 
unoriginal if he imitates others. The capability of being creative and 
original through using others' words has, however, often been ignored. 
It has been the main aim of this chapter to focus on how, through 
genre via intertextuality, a language user can make a new version of 
what has already been said and imbue old material with new potentials 
colouring the text with extra attitudinal meanings and making the 
argument more subtle and more effective. 
It has been argued that generic hijacking is nonnally signalled by some 
inter/textual indices which take place at the levels of semantics, 
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syntax, lexicon, morphology, phonology and/or structure and which 
can be located at the rank of the word, the phrase, the sentence or the 
whole text. For these inter/textual indices to be processed 
appropriately, the competent text producer has to pay a quick visit to 
all the other relevant prior texts and to see the context in terms of these 
other texts. 
The current chapter has concentrated on the role of the competent text 
receiver in identifying the generic signals, tracing them to their natural 
habitat. 
) understanding the reason behind the whole intertextual 
operation and appreciating the extra attitudinal meanings meant to be 
created by the operation concerned. 
The way In which the intertextual operation involves the three 
dimensions of context, i. e. register, pragmatics and semiotics, has been 
studied and illustrated by examples. The relationship between the 
generic intertextual operation and the violation of Gricean maxims of 
quality, quantity, manner and/or relation, on the one hand, and the 
relationship between that operation and the violation of the concept of 
text typology, on the other hand, have been brought to light. 
The generic areas subjected to changes in the process of the 
intertextual operation have been dealt with in a careful and detailed 
manner. These areas include the position of the sign (transferred from 
the static to the dynamic), the function of the genre, the social 
occasion, the attitude of the text producer and the textual, the social 
and the participatory roles of the participants. 
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Since the generic intertextual operation is problematic as far as 
translation is concerned, a translation point of view has been 
suggested. This translation concentrates on relaying the same 
attitudinal meanings through the translation of the genre itself. If, for 
one reason or another, the translation of the genre is impossible, the 
translator is left with only one option, that is, translating the attitude 
itself 
The language of advertising has been concentrated on since the data 
studied has been basically taken from advertisements, in addition to 
editorials, critical shots, greeting cards and novels. The examples have 
been classified into five cases based on the changes the textual, the 
social and the participatory roles of the original participants undergo. 
The points which have been raised and carefully approached in the 
data analysis have to do with the inter/textual indices signalling the 
generic hijacking, the levels at which the hijacking occurs, the 
genre/genrelet hijacked, the changes the roles of the participants 
undergo, the maxims violated, the text typology, the attitudes relayed 
through the generic hijackings and, finally, the best way to address the 






No unanimously approved translation framework has been arrived at. 
The history of translation theory has been full of ups and downs, and 
agreements and disagreements on translation, its deffifitions, rules, 
types, strategies, kinds of equivalence, etc. The existence of a valid 
and comprehensive translation theory has, more often than not, been 
quesfioned 
THERE is no such thing as a law of translation, since 
laws admit of no exceptions. There are and can be 
various theories of translation, but these only apply to 
certain types of text, and all are at various points 
between the continuum of transmitter and receiver 
emphasis. There can be no valid single comprehensive 
theory of translation, and no general agreement on the 
element of invariance, the ideal translation unit the 
degree of translatability, and the concepts of equivalent 
effect and congruence in translation, ... there 
is no such 
thing as a science of translation, and never willbe. 
(Newmark 1973: 9) 
In the following, a study of some approaches to translation will be 
carried out. This will include 1) the literal versus free approach 
(Newmark 1973, 1988, Hervey & Higgins 1992, Larson 1984, 
Costello 1991); 2) the formal versus the dynamic equivalence 
approach (Nida 1964, Nida & Taber 1969); 3) the register approach 
(Halliday 'in Halliday & Hasan 1985', Gregory & Carroll 1978); 4) the 
pragmatic approach (Casagrande 1954); 5) the text type approach 
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(Reiss 1976,1981,1981a); 6) the pragma-semiotic approach (Hatim 
1984,1992,1993, Hatim & Mason 1990). These approaches will be 
commented on in an attempt to explain to what extent they are able to 
address themselves to translation problems. The present chapter will 
also deal with the way the notion of genre should be approached as far 
as translation is concerned. Finally, a section will be dedicated to the 
kind of translation that is advocated in the current research and which 
takes care of the problem of translating the particular case of genre via 
intertextuality studied in the previous chapter. 
5.1. Approaches to Translation 
I. I. Literal vs. Free Approach 
(Translation is) ... communicating the same meaning 
in a 
second language as was communicated in the first. 
(Larson 1984: 36) 
(Translation) ... is rendering the meaning of a 
text into 
another language in the way that the author intended the 
text. 
(Newmark 1988: 5) 
The issue of equivalence between source language and target language 
texts has always been a main concern for translators and translation 
theorists who more or less agree on the fact that a "... complete 
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equivalence is a far-fetched task; in fact. ) it is rather impossible" 
(Mouakket 1988: 164), and that in any translafion, there is a certain 
amount of meaning loss involved. Once the idea of the inevitable loss 
is accepted, the translator should exert all efforts to minim-ize the 
degree of that loss instead of looking for the ultimate translation of the 
source text (Hervey & Higgins 1992). This canbeachieved 
... 
by deciding which of the relevant featues in the ST it 
is most important to preserve, and which can most 
legitimately be sacrificed in preserving them. 
(Hervey& Higgins 1992: 25) 
However, there seems to be much controversy over the best way the 
nearest equivalence should be achieved. In other words, translators 
and translation theorists have not been able to reach a compromise and 
to decide which type of translation is best capable of matching the 
source and the target languages in ternis of the nearest equivalence. 
The interlinear and the free are the two extremely opposite types of 
translation. Inbetween these two extremes, there lie many kinds of 
translation the most well known of which are the literal, the balanced 
and the idiomatic (Hervey & Higgins 1992, Larson 1,984). 
Interlmiear translation proves to be extremely biased towards the 
source language. It is an extreme of literal translation which is much 
more commonly used. In interlinear translation, the target text does not 
have to follow the grammatical rules of the target language since it has 
grammatical units which correspond to those m the source text. Such a 
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type of translation is uncommon and rather absurd with little 
communicative value. It is very rarely opted for by translators and is 
nonnally used in descriptive linguistics or in language teaching. 
Literal translation is a form-based translation where the form of the 
source language is adopted. The source language grammar is fully 
abided by and the meanings of words are taken as literally as they 
occur in dictionaries, not in contexts. Newmark is one of the strongest 
advocators of literal translation. He claims that 
A bad translator will do anything to avoid translating 
word for word; a good translator only abandons a literal 
version when it is plainly inexact. 
(1973: 12) 
Idiomatic translation is meaning-based translation where the translator 
exerts all efforts to communicate the meaning of the source language 
text in the natural forms of the target language. This includes the target 
language grammatical constructions and the choice of lexical items. A 
good idiomatic translation would not sound like a translation but rather 
as if the text was originally produced in the target language. Larson 
(1984) argues that a good translator should translate idiomatically, 
however, a translated text often seems to be a kind of mixture of a 
literal transfer of the grammatical units of the source text along with 
some idiomatic translation of the meaning of the text. In other words, a 
translator may intend to produce some parts of his translation in 
natural forms and other parts in literal forms. However, the main goal 
of the translator should be 
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... to reproduce in the receptor language a text which 
communicates the same message as the source language 
but using the natural grammatical and lexical choices of 
the receptor language. His goal is an idiomatic 
translation. 
(Larson 1984: 17) 
Free translation is not considered a normal translation. In this kind of 
translation, there is a global correspondence between the textual units 
of the source text and the target text. Free translation shows an 
extreme bias towards the target language where the emphasis is on the 
target text receiver. A translation is looked at as an unduly free 
translation when the translator adds to the target text extraneous 
infonnafion which does not exist in the source text and which could 
change the meaning of the source text or distort some facts of its 
historical and cultural setting. An unduly ftee translation is sometimes 
made for humorous purposes invoking a particular response from the 
target text receivers (Larson 1984, Hervey & Higgins 1992). 
Literal translation would cause the target language receiver difficulties 
in understanding the source text and the totally free translation would 
make the text lose a lot of the source text producer's style as well as 
intent. Thus, when the translator has different alternative translations 
in hand, he has to go for the more accurate one giving priority to 
accuracy over commUn1cation. Moving towards a free translation 
means moving away from accuracy, and moving towards literal 
translation means moving away from the commUnIcative value of the 
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translation. A balanced translation is a translation that is accurate and 
communicative at one and the same time. The most important thing in 
such a translation is the attitude of the translator himself, i. e. the 
translator's willingness to adjust the translation in an attempt to 
achieve balance instead of wasting time trying to push the translation 
towards a particular kind of translation. In order to avoid ending up 
with a kind of imbalance in one direction, the translator has to be both 
flexible and sensitive to the source text producer as well as to the 
target audience. In the current century, and in order to meet the needs 
of the target audience, translators have a tendency to stray too far from 
accurac y and fidelity. What is needed now is a shift back to the middle 
of the scale in order to have a balance somewhere between literal and 
free translations (Costello 1991). 
Such studies on translation are not of significant help since they study 
text out of context and impose rules on language which has nothing to 
do either with predictability or with rules. In other words, they take for 
granted that the meaning of a given sentence or text is composed of the 
sum of the meanings of the individual lexical items which occur in the 
text. Bearing this idea in mind,, the translator handles the text 
forgetting about the context In which this text occurs. in this sense, the 
text is considered a product rather than a process and language is dealt 
with at a very basic level, the level of the . individual 
lexical items. It is 
through the adoption of such approaches that the translator starts to 
miss out very important elements of meaning. 
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Dealing with text out of context, the current approaches are inadequate 
to cope with translation problems. To illustrate this inadequacy, I take 
the following translation of Text 2E (see Chapter Four and Appendix 
2E 1) as an example: 
"When there was only a yard or two left between the man and the 
road, Said leaped out, leveling his revolver. 'Stop! ' he roared" 
(Gassick & Badawl 1984) 
The translators, opting for the literal translation of the verb ý-. jlstqp, do 
not seem to take into consideration the context in which this verb 
occurs. Thus, what is translated is not the dimensions of that verb 
acquired through its occurrence in that particular context but rather the 
dictionary meaning the verb carries as an individual lexical item 
occurring III whatever context. This kind of MIsjudgrnent costs the 
target tex ta dear price in the sense that the intertextual potentials of 
the verb, and consequently the mtentions and the meanings mvolved 
by these potentials, have been wiped away by the translators who do 
not seem to read the sign. The result is, obviously, a huge loss of 
meaning inflicted on the target text. 
The same unfortunate story is repeated in the case of the word . ejo 
occurring in text 2C (see Chapter Four) and translated by Gassick 
(1981) (see Appendix 2CI) as "Bravo! Well done! ". Although the 
translator manages to preserve the irony, yet he misses out the feeling 
of superiority and the differences in knowledge and power assumed by 
Hussain through the hijacking of the school classroom genre. 
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Obviously, the manipulation of register specifications did not attract 
the attention of the translator who does not seem to be aware of the 
sign and its pragmatic dimension. This lack of awareness of the sign 
has resulted in the translator making the wrong decision by choosing 
the words bravo and well done which, contrary to the word in 
Arabic, can be said to anybody without invoking the school classroom 
genre, and, consequently, without mvolvimg the feeling of superiority, 
knowledge, or differences in power. 
5.1.2. The Formal and the Dynamic Equivalence Approach 
(Translafion is) ... the reproduction 
in the receptor 
language of the closest natural equiValent of the source 
language message, first in terms of meaning, and second 
in terms of style. 
(Nida & Taber 1969: 210) 
The debate of free versus literal translation has been moved towards 
the effect of translation strategies by Nida (1964) and Nida & Taber 
(1969). Defining equivalence as "... a very close similarity in meaning, 
as opposed to similarity in form... " (Nida & Taber 1969: 202), they 
suggest two kinds of equivalence, namely formal correspondence and 
dynamic equivalence. 
Formal correspondence is the quality of a given translation where 
aspects of the source text form are mechanically reproduced in the 
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target language. In other words, it is the closest match of form as well 
as content between the source and the target texts. Formal 
correspondence distorts both the grammatical and the stylistic patterns 
of the target language, and consequently the message. It causes the text 
receiver a kind of misunderstanding or some unduly hard effort. 
Dynamic equivalence, on the other hand, is seen in terms of the degree 
to which the target text receiver responds to the message in a similar 
way to that of the source text receiver. The overriding criteria f or 
judgmg translation is the reader's response and the total impact of the 
source message on him. Although this response cannot be identical 
because of the different cultural and historical settings, yet there 
should be a high degree of equivalence of response or the translation 
will fail to achieve its purpose. 
Although this approach is considered of great help to the development 
of translation theory, yet it suffers from a considerable number of 
shortcomings. First, dividing equivalence into formal and dynamic 
implies that there are texts which involve a response on the part of its 
receivers and texts which do not. As a matter of fact, there is no text, 
apart from very special cases (e. g. texts designed for language teaching 
purposes), which does not involve a response on the part of Its 
receiver, albeit with different degrees. Second, the idea of aiming for 
the equivalent response is a little naive since it assumes that all people 
respond in the same way when reading the same text and that the 
translator is a psychologist who should be able to predict these 
responses. These two shortcomings require looking at the issue in 
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terms of the intended meaning of the text producer rather than the 
response of the text receiver. Here the tTanslator finds himself in the 
domains of pragmatics as well as serniotics where he has to study text 
in context before making any decision concerning the type of 
translation he has to optfor. 
5.1.3. The Register Approach 
In the last three decades of the current century, translation studies have 
been provided with a new View which approached language as text. 
This view, named as the systemic-functional model, has been mainly 
developed by Halliday (Halliday & Hasan 1985). The systemic- 
functional model is a social theory of language which studies the 
relationship between a given situation and the language that is used 'in 
that situation. It explains linguistic structure and linguistic phenomena 
through reference to the belief that language plays a particular role in 
man's life. This view is mainly concerned with register and its three 
concepts, namely field, tenor and mode (also see section 2.3.7). 
Register is defined by Halliday 
... as a variety according to use. In other words, the 
register is what you are speaking at the time, depending 
on what you are doing and the nature of the activity In 
which the language is functioning. 
(Halliday& Hasan 1985: 4 1) 
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The three concepts of register help to explain the social context of the 
text, the latter being considered as the environment where meanings 
are exchanged. Field of discourse refers to what is going on and to the 
nature of the social action which is taking place. This includes what 
the participants are engaged in. Tenor of discourse refers to who is 
taking part in the situation, to the nature of the participants who are 
playing roles III that situation, and to the status and the roles of these 
participants (Halliday in Halliday & Hasan 1985). In other words, 
tenor reflects how the addresser interacts with the addressee in an 
addressee relationship (Gregory & Carroll 1978). Finally, mode of 
discourse refers to the kind of role language is playing in that 
particular situation and to what participants expect language to do to 
them in that situation. This includes the status of the text, its function 
in the context, the channel through which the text is conveyed 
(spoken, written, etc. ), and what is achieved in the text in terms of 
categories such as persuasive, didactic, etc. (Halliday in Halliday & 
Hasan 1985). 
In his systemic-fimctional model, Halliday (Hatim & Mason 1990) 
maintains that 1) the most important thing in establishing the situation- 
use relation is the convention that a given linguistic utterance is 
appropriate to a particular use, and that 2) the identity of a given 
register cannot be determined by the occurrence of isolated items but 
rather by the collocation of two or more lexicalitems- 
Despite all the insight it gives to translators, register analysis cannot be 
accounted for in translation. Translation is a complicated operation 
231 
Translation Theory 
which definitely involves more than transferring words Erom the 
source language to the target language and more than matching a 
source language register with a target language register. The 
identification of situational variables (field, tenor, mode) is not 
sufficient for the establishment of an equivalence. Any translation 
study based on register analysis would be leaving out two essentially 
important dimensions of context, namely the pragmatic dimension 
which has to do with the intention behind the use of language and the 
semlotic dimension which has to do with signs interacting with other 
signs within and outside the text (Hatim & Mason 1990). The 
omission of these two dimensions would result in a huge loss in the 
message and would jeopardize the whole meaning of the text. 
The case of genre via intertextuality discloses the shortcomings of 
register-for-register translation and shows how such a kind of 
translation is mcapable of doing justice to this highly marked and 
highly motivated intertextual operafion. In text IB (see Chapter Four) 
for example, it is important for the translator to know the field, the 
tenor and the mode of 6-A; L11 ýjj ... ; ýIp "'--'ýPmy 
brother the citizen the number you have dialed is under arrest. Thank 
you, however, it is not sufficient. The translator needs to realise that 
the whole utterance is inappropriate to the use and that register 
specifications are being manipulated. Now, the translator is aware of 
these register manipulations and still the story does not come to an 
end. The translator still needs to know the intentions behind this 
special usage of language (pragmatics) and to see the whole sentence 
as a sign which interacts with other signs within the text and outside it 
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(semiotics). It is here that the text starts to be the domain where 
meanings are negotiated between text producer and text receiver and it 
is now that the translator should transfer the whole truth, of which 
register is only one episode. 
5.1.4. The Pragmatic Approach 
This approach focuses in the first place on the intention of the text 
producer and on how the translator needs to fully understand it in 
order to be able precisely to reverbalise it and hence to achieve the 
ultimate aim, i. e. the functional equivalence. Functional equivalence is 
achieved 
When the intentions of a speaker encoded in a message 
in language A are commensurate with the significance of 
the message for the hearer when transcoded into 
language B... 
(Casagrande 1954: 339) 
Casagrande (1954) argues that while the intent of the translator is most 
of the time to translate the text accurately, his purpose in achieving 
this aim as well as the material with which he is dealing could vary. 
Differences in purpose and material could have their own effects on 
translation. Casagrande studies four aims of translation, namely: 
pragmatic, aesthetic-poetic, linguistic and ethnographic. Approaching 
the same material with these different aims in mind, the translator may 
produce different translations. The pragmatic translation basically 
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anns at producing an efficient and accurate message. It focuses on the 
content of the message and the transference of the information of the 
origimal message rather than on the cultural context, the aesthetic form 
or the grammatical form. The translator normally opts for the 
pragmatic translation in translating treaties, communiques, etc. 
In aesthetic-poefic translation, content is not ignored but priority is 
given to the literary or aesthetic form of the message. This kind of 
translation is the most difficult and the most demanding as far as the 
skill of the translator is concerned. Ethnographic translation 
concentrates on elucidating differences in cultural context and in 
meaning of the source language message. In linguistic translation, the 
focus is on structural or grammatical form. In other words, the aim of 
the translator is to choose equivalent meanings to the constituent 
morphemes which occur in the source language and to focus on 
structural or grammatical form. When the main aim of translation is 
linguistic then the translation opted for is literal or interlinear. 
Morphemes, words, and larger segments (idiomafic expressions, 
metaphorical expressions, etc. ) are translated into the nearest 
equivalents in the target language in an attempt to preserve the original 
word order as well as the flavour of the original message. 
Ethnographic and linguistic translations reflect the narrow technical 
interests of translators. 
In practice, the four aims of translation take place in a rather mixed 
form. Although the same material approached with different aims in 
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the mind of the translator may result 
translations, 
in somehow different 
Nevertheless, within such limits as may be unposed by 
any given aim, there is a common desire to achieve an 
accurate translation. It may also be observed that 
aesthetic-poetic, ethnographic and linguistic translations 
are in a sense all embroideries upon this essentially 
pragmatic goal. 
(Casagrande 1954: 337-8) 
Focusing on the intentions of the text producer is like attempting to 
make a one-legged table stand on its own. For a table to stand, all four 
legs are required and nobody can ever tell which of the four legs is 
making the most effort to keep the table standing since the functions of 
the four overlap and intermingle. The same thing applies to text. In 
other words, it is naive to claim that one can fully understand and 
appreciate the intentions of the text producer if one does not take into 
considerafion the communicafive as well as the semiofic dunensions of 
the context. Intentionality lies behind choices made within register 
variables (field, tenor, mode). These variables, in order to mean what 
they stand for, should be seen as signs interacting with other signs 
within and outside the text. Not working within the framework of the 
three dimensions of context (register, pragmatics, senuotics) will take 
the translator back to square one, ending up misjudging the real 




Casagrande's claim that in pragmatic translation the translator should 
basically concentrate on the content of the message rather than on the 
aesthetic features should be reconsidered since it rules out the great 
contribution that aesthetic features could sometimes make to the 
meaning of the text. In text 2A (see Chapter Four), for example, the 
consonance between ýA-A'1' 7Z)11% "I 1ý)UrLaU ý)L! r along with the cliche ý)LY 
ý)LSLaUijonce upon a time, do more than ornament the text. In fact, they 
are manipulated by the text producer and loaded with intertextual 
potentials in such a way as to invoke in the text receiver's mind the 
genre of the children's story and to make him work out the ironical 
attitude relayed by the text producer. 
5.1.5. The Text-Typology Approach 
Interlingual translation may be defined as a bilingual 
mediated process of communication, which ordinarily 
aims at the production of a TL text that is functionally 
equivalent to a SL text... 
(Reiss 1981: 121) 
Reiss (1981a) argues that the translator has to make detailed decisions 
on concrete aspects of portions of the text concerned in order to 
overcome the barriers imposed by language as well as culture. Such 
decisions can be made 
... in the 
light of the most varied considerations, which 
need to be carefully weighed in order to give priority to 
those factors influencing the translation process which 
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are most important in view of the genre of the text or the 
aims of the translation. 
(Reiss 1981a: 131) 
Text type determines the general method of translation, and the genre 
of the source language text requires language and text structure 
conventions to be taken into consideration. Texts have been classified 
into informative where content is communicated, expressive where 
artistically organised content is communicated, and operative where 
content is communicated with a persuasive character. This 
classification is based on the kind of the primary purpose or the 
function texts achieve. 
Reiss (1981) divides the translation process into phases. The first 
phase has to do with the analysis. In other words, it has to do with 
clarifying the functions of the source language text in order to be able 
to create a target language text which is functionally equivalent. This 
clarification could be done in a three-stage operation which may be 
carried out by beginning with the smallest textual unit and ending with 
the text as a whole; or by starting with the text concerned as a whole 
and ending with analysing the smallest textual units. Reiss seems to 
prefer the latter. The translator first reads the whole text. The first 
stage is to establish the text type. Then comes the stage of establishing 
the generic membership of the text. The establishment of the generic 
identity of the text is of decisive importance to the translator. Any 
naive adoption of the source language text conventions could endanger 
the functional equivalence of the target language text. The third stage 
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of the analysis has to do with the analysis of style, that is, the analysis 
of textual surface, or in the words of Reiss (1981: 127) the analysis of 
... the ad hoc selection of linguistic signs and of their 
possibilities of combination supplied by the language 
system. 
The use of language in the source text is investigated for the sake of 
clarifyMg the linguistic means which are used for the realisation of 
particular communicative functions as well as the way the text is 
constructed. This kind of semantic, syntactic and pragmatic analysis is 
very important and is carried out In small stages of analysis starting 
with the word, the phrase, the sentence, the section, and ending with 
the text as a whole. 
A Q. 
Aner all these stages, the ph ase of reverbalisation takes place. Dunng 
this phase, the translator has to make decisions for every element of 
the text. He must make sure that the linguistic signs and sequences of 
linguistic signs chosen in the target language text guarantee what the 
translator is striving for, i. e. the fimcfional equivalence, by taking into 
consideration the type of the text and its generic membership. 
For the achievement of the functional equivalence, and *in normal 
cases, the content of the informative text type should be communicated 
and kept strictly unchanged in the target language text. In this case, the 
translator makes explicit what is made implicit in the target text and 
vice versa. In an expressive text type, a similar artistic organisation 
should be recreated in the target text and the translator should be 
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striving to obtain the artistic quality of the source text. In an operative 
text, both form and content should be adapted to the psychology of the 
target text receiver. In other words, the translator should adapt the 
psychological mechanism of the use of persuasive language to the 
needs of the target language community (Reiss 1981a, 1981). 
In problematic cases where the text is not a pure form of a particular 
text type, the mode of translating applies to all the elements which 
occur in the text even if these elements do not belong to the dominant 
type. If some elements of poetic language are used *in an informative 
text type, the translator should strive for a translation which conveys 
similar poetic fon-ns to those in the text concerned. However, if this is 
going to be at the expense of the unity of the content and the artistic 
form M the target language then the retention of the content is given 
preference over the maintenance of the artistic form. If artistically 
structured contents occurring in an expressive text have to be 
conveyed, and if through the process of conveying them the artistic 
organisation is done harm to by keeping the same content elements, 
then the content might be changed in such a text type. If in conveying 
content with a persuasive form the full adoption of elements of content 
or elements of artistic structure language does not have an operative 
effect, then such elements could be replaced by other elements which 
can convey the required function. If some operative text elements 
happen to occur in a different text type then these elements could be 
adopted in translation so long as they do not cause any harm either to 
the content in the case of the informative text type or to the artistic 
organisation in the case of the expressive text type (Reiss 1981). 
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Reiss (1981a: 127) argues that 
It is a basic principle of translation that only what has 
been understood can be translated. But in order to 
understand, it is necessary to know not only the 
language, but also the culture and the background in 
which the text has been produced. The problem of 
understanding is thus central if the translator is to carry 
out his task. 
The understanding of a given text involves three dimensions, namely: 
linguistic understanding which includes what is said in addition to 
how it is said; 2) understanding the intentions of the text producer, 
which includes what he means the text to do and why he said it in that 
specific way; and 3) a kind of background understanding which 
includes from whom., to whom, and the reason behind something being 
said in a particular way (Reiss 198 1 a). 
Translators should have various areas of competence. These are: 
competence in the source language which has to do with the ability of 
understanding what has been communicated; competence in the target 
language which has to do with the ability to express what has been 
communicated linguistically; subject competence; and translational 
competence (Reiss 1976). 
This approach to translation has been attacked by Newmark (1973) 
who distinguishes the representative (giving facts), the persuasive 
(making the text receiver act), and the expressive (the expression of 
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the text producer's personality) as the three text typologies, yet claims 
that 
... this referential principle must not cut across the 
obviously mandatory formal correspondences to be given 
in a translation. 
(Ibid: 11) 
The most interesting thing about this approach is that it brings to light 
the importance of text type and genre and advocates the kind of 
translation that should be done under textual as well as generic 
constraints with the text type as the overriding power. In this 
approach, the translator is not after a word for word equivalence but 
rather after a functional equivalence. In other words, he is after 
preserving the function of the source text. On these grounds, the 
translator is expected to preserve any alien element occurring in the 
source text provided that this element does not effect the primary 
function of that text. Moreover, the translator is entitled to do any 
adjustment to the elements which, if adopted in the target text, do not 
function in the same way as they used to in the source text. In this 
approach, Reiss refers, though not very clearly, to the iirnportance of 
studying text in context and to the necessity of preserving the 
pragmatic as well as the semiofic specifications of the sign in the 
process of translation. 
5.1.6. The Pragma-Semiotic Approach 
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Translating can... be envisaged as the process which 
transforms one semiotic entity into another, under certain 
equivalence conditions to do with sennotic codes, 
pragmatic action and general communicative 
requirements. 
(Hatim & Mason 1990: 105) 
The current approach has been developed by Hatim & Mason (1990) 
and Hatim. (1984,1992,1993). Hatim. & Mason (1990) argue that 
identifying the register of a given text is considered a very important 
part III discourse processing. The field, the tenor and the mode are the 
three variables of register. These three variables provide the basic 
conditions for communication to occur. However, a mere register 
analysis cannot be depended on in translation and a register-for- 
register translation is absolutely ruled out. Translation activit y 
involves more than matching registers between languages and the 
identification of the field, the tenor and the mode of the text is not at 
all sufficient for the establishment of equivalence in translation (Hatim 
1984, Hatim & Mason 1990). 
The importance of the pragmatic dimension of the context comes to 
light. This dimension takes the sentence from the level of only 
referring to a topic up to the level of performing some kind of action 
and conveying an intended meaning. In other words, pragmatics is 
called upon to build into register analysis values which have to do with 
doing things with words and going beyond the sense that the lexical 
items convey. The lexical and the syntactic choices which are made 
within the field, the tenor and the mode of discourse are determined by 
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pragmatic considerations which in turn have to do with the purpose of 
utterances. Without taking the pragmatic dimension into consideration,, 
a register-for-register translation could be faithful as far as the 
denotative meaning is concerned, yet still fall to carry the intended 
meanings of the target text. This means that equivalence is not only 
semantic and linguistic but also pragmatic. Pragniatic equivalence 
cannot be established through a consideration of isolated sentences but 
rather through the consideration of what the utterance means In 
context (Hatim & Mason 1990). 
In order to become aware of the full communicative power of a given 
utterance and to carry out the whole operation successfully, we need to 
take into consideration not only the pragmatic dimension but also the 
semiofic dimension, the power which pushes communication forward. 
This dimension treats a communicative item, including its pragmatic 
value, as a sign which operates within a system of signs. In other 
words, it regulates the interaction between the different discoursal 
elements as signs. This interaction occurs between different signs 
within one and the same text, on the one hand, and between the 
producer of the signs and their intended receiver on the other hand. 
Thus, each element in a given text shows its own local pragmatic 
meaning, and pragmatic values which occur in a sequence of elements 
interact the one with the other as signs with global serniotic values. It 
is through this interactive serniotic dimension that the text producer 
starts to do things with words, and values of register (field, tenor, 
mode) start to play an important role in the communicative transaction. 
Under this dimension come notions of text typology, discourse, genre 
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(see Chapter Two) and intertextuality (see Chapter Three). It is 
through the perception of the pragmatic and the semiotic values that 
the translator is able to transfer the whole source language message to 
the target language (Hatim & Mason 1990). 
Thus, the current approach advocates the translation which deals with 
signs and tries to preserve semiotic as well as the pragmatic properties 
which signs show. Intentionality lies behind the choices the text 
producer makes In field, mode and tenor, and gives new perspectives 
for the decisions the translator should make. The semiotic dimension 
shows us how these variables interact. The task of the translator is to 
know what the intended meaning is in the source text and to try to 
reproduce this intended meaning in a certain way to achieve the 
intended effect on the target text receiver. 
In the comprehensive model of context developed in the current 
approach, the communicative, pragmatic and semiotic values are 
brought together and their importance is demonstrated for developing 
proper typologies of the three macro signs. ) i. e. text, genre and 
discourse. These macro-signs are very important in the sense that they 
both regulate the construction of the message and ensure that the text 
is efficient and effective as well as appropriate (Hatim 1993). 
"Texts... embody forms of expression appropriate to a given rhetorical 
purpose" (Hatim 1993: 111). Within the text as a macro sign, there are 
various micro signs which work together for the realisation of a 
rhetorical purpose. The expository, the argumentative and the 
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instructional are distinguished as the three main types of text. In 
expository texts, the focus is on a monitoring of the situation. In other 
words, the focus is on providing a more or less detached account. The 
expository text can be conceptual "... focusing on concepts and 
relations in ternis of either analysis or synthesis" (Hatim 1984: 147), 
descripfive, focusing on handling objects or situations, and narrative 
focusing on arranging events and actions in a certain order. The 
structural format of exposition is scene-setter, aspect I of the scene, 
aspect 11 of the scene, etc. 
In argumentation, focus is on the evaluation of relations between 
concepts. It is on managing the situation in a way that matches with 
the goals of the text producer. The argumentative rhetorical purpose 
involves a set of micro signs that is very different from the set 
involved in the expository rhetorical purpose. Through-argumentation 
and counter-argumentation are the two main sub-types of 
argumentative texts. In the former, the text producer cites a thesis and 
then substantiates it. The latter, on the other hand, is "The 
juxtaposition of a cited thesis and the opposition to it, in order to make 
a case" (Hatim. & Mason 1992: 240). The structural formats of counter- 
argumentation and through- argumentation are different. In counter- 
argumentation, we have thesis cited to be opposed, opposition, 
substantiation, and conclusion. In through-argumentation, on the other 
hand, we have thesis cited to be argued through, substantiation, and 
conclusion (Hatim 1984,1992,1993, Hatim & Mason 1990) 
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In the instructional text type, the focus is on forming future behaviour. 
It is through instruction that the text producer tries to regulate the way 
people act or think. The two main kinds of this text type are 
instruction with option, such as in the case of advertising, and 
instruction without option, such as in the case of contracts. Instruction 
with option is very sinular to argumentation in the sense that both 
attempt to influence the opinions of the text receivers and to provoke 
an action or reaction on their part. However. ) argumentative texts 
display clearer patterns of logical thinking than is the case in 
instructional texts (Hatim & Mason 1990). 
Texts occur within discourse. According to Hatim (1993: 111), 
"Discoursal expression... is that which is appropriate to a given 
ideological stance or a view of the world". The awareness of discourse 
plays a very important role. in the desire for achieving effective 
communication. Hatim (1993: 109-110) argues that 
As the mouthpiece of an institution, discourse becomes 
the vehicle of attitudinal expressi on, and th e framework 
within which tenns of reference pertaining to a given 
cultural code are established... Though essentially 
difluse, discourse utilizes fairly concrete signals and 
relays definite statements which provide a variety of 
'voices' to the text. 
Discourses are signaled by various micro signs which fmd their way to 
the text through the area of texture. The typology of discourse that 
Hatim, (1993) suggests starts at the very general level (e. g. evaluative 
discourse) and goes down to a more specific level which has to do 
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with attitudes to the text-world (didactic discourse, literary discourst, 
scientific discourse, etc. ) and again down to a more specific level (e. g. 
racist discourse, feminist discourse, etc. ). 
Genre, as a macro-sign, "... subsumes forms of expression appropriate 
to a given social occasion" (Hatim. 1993: 111). fn other words, generic 
constraints ensure that the way the text is constructed is appropriate to 
a given social occasion (see Chapter Two). These generic micro 
signals come to the text through the areas of texture as well as 
structure. The typology of genre that Hatim (Ibid) suggests starts at a 
very general level where it is important for the translator to be aware 
of the generic structures and conventions of the sonnet, the ballad, the 
novel, the short story, etc. This typology comes down to a less general 
level where it is important for the translator to be aware of the 
structures and the conventions of the academic article, the scientific 
report, etc. The typology goes down again to a much less general level 
where a more specific notion of genre is reached, i. e. genrelet (also see 
Chapter Two). 
The most laudable thing about this approach is that it is 
comprehensive. It deals with text in context and brings together the 
semiotic, the pragmatic as well as the communicative values showing 
the important role they all play in the development of the text and the 
way in which communication occurs. This approach accounts for the 
multiftinctionality of the text, i. e. the tendency that texts show to shift 
from one rhetorical purpose to another, and guides to the kind of 
translation where the translator deals with signs and attempts to 
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preserve the pragmatic as well as the serniotic (generic, discoursal, 
textual) aspects of signs. In this approach, the rhetorical purpose of the 
source text should never be compromised and the translator should 
always strive to preserve it in translation. 
The pragma-serniotic approach attempts to cover all the areas of 
meaning a text could display and deals with language as something far 
from predictable. In the light of this approach, the text receiver is no 
longer playing a passive role in the text since the text is dealt with as a 
process rather than as a product and the meanings of the text are 
negotiable between the producer of the text and its receiver. 
The following section will be dedicated to the way genre should be 
approached in translation. Later on, I shall illustrate with some 
examples how the adoption of the pragma-semiotic model very 
successfully solves the translation problem entailed by the generic 
hijackings discussed earlier in the previous chapter. 
5.2. The Translation of Genre 
Although genre is considered to be one of the highly problematic and 
extremely complicated areas which needs to be very carefully 
approached by the translator, yet very few translation studies have 
contributed to the way the translator should get out of this dilemma in 
translating genre among cultures. 
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Hatim & Mason (1990) maintain that due to the fact that cultures 
differ in the way they reallse the three contextual factors, i. e. register, 
pragmatics and semiotics, the transference of meanings from one 
culture into another is more complicated than one would think. It 
involves our understanding of the way cultures operate in terms of the 
communicative, the pragmatic as well as the senuotic features. 
Cultural context is a crucial element in determining the structural 
arrangements of the text. The choice of structure is influenced by the 
way the text producer reacts to the context. A text producer pursues a 
giVen rhetorical purpose which becomes the focus of a certain text 
type, 
... this 
focus reflects the way a given culture organises 
textual material in terms of signs. We recognise these 
signs within familiar generic, discoursal and textual 
structures. The underlying principle of this whole 
process is intertextuality, our ability to recognise and 
produce texts as tokens of atype. 
Another factor involved in our choice of particular 
structure is intentionality. Together the sign and the 
intentions behind their use ensure successful 
communication. 
(Hatim & Mason 1990: 169) 
Before embarking on translation activity, the translator could make his 
own predictions about the three macro-signs (text-type, discourse, 
genre) involved in that text. Coming to an editorial, for example, the 
translator could expect an argumentative text type and a highly 
evaluative discourse. Coming to a news report, the translator could 
expect an expository text with a faitly detached non-evaluative 
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discourse. However, to operate top-down within the boundaries of text 
type, genre and discourse, the translator needs to be aware of the 
micro-signs which exist in the body of the text and which help him 
check the hypothesis he made firom a top-down processing perspective 
(Hatim 1993). In other words, the translator needs to carry out a 
bottom-up processing, i. e. to respond to the generic micro signs which 
occur in the text to be translated. 
Any text displays a number of generic micro signs which all work 
together in giving that text its overall generic identity. These generic 
micro signs can be structural (obligatory elements, optional elements, 
sequence of elements) as well as linguistic (cliches, fixed expressions. ) 
syntax, semantics, etc. ). As argued earlier in this research (see Chapter 
Two), the structural and linguistic generic signals are much more 
tangible in the case of genrelet than in the case of genre. 
The generic membership of the text influences the translator's decision 
in the process of transferring between semiotic systems. The source 
text producer produces his text according to the generic norms and 
conventions dictated by his own culture. However, the translator has 
to reproduce the text in accordance with the generic conventions of the 
target language. In other words, the expectations of the target text 
audience (Hervey & Higgins 1992) as well as the generic conventions 
of the target language should be respected. This is why the translator's 
competence in the area of genre/genrelet in both the source and the 
target languages is urgently called upon. The more genres/genrelets the 
translator masters in the source language, the more qualified he is to 
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identify the generic membership of the source text and the more aware 
he can be of cases where more than one genre occur within the same 
textual space and the cases where genrelets occur in the body of other 
genres. By the same token, the more genre s/genrelets he masters in the 
target language, the more capable he is to produce a target text that 
goes hand in hand with the conventions of the target culture and the 
expectations of the target audience. 
In the translation of genre/genrelet, the translator should go through 
different stages beginning by analysing the source text through 
studying all the structural and the linguistic generic micro signs which 
the text displays. The analysis stage would also include studying the 
mtentions of the text producer and the intended meaning he is trying to 
achieve on his intended reader (pragmatics) as well as studying the 
function and the rhetorical . purpose of 
the text to be translated 
(semiotics). 
Having gone through the analysis stage, the translator is now prepared 
for the second stage which has to do with deciding which of the source 
text features should be retained, which should be onutted, and which 
should be modified. In other words, this stage has to do with fmding 
out the best way to translate the source text genre in accordance with 
the conventions of the target genre and the expectations of the target 
audience. This kind of matching would, most of the time, involve 
various kinds of modification inflicted on the structure and/or the 
language of the source text. 
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Since structural resources of languages nught not be identical, a 
structure-for-structure translation is not always appropriate or 
acceptable. The translator should always adjust the structure of the 
source text in a way to make it sound plausible to the target text 
audience (Saedi 1990). Hatim & Mason (1990) argue that the 
translator should first make sure whether the source and the target 
language genres share similar structural arrangements. If the two 
genres prove to have different structural arrangements, the translator 
should start considering the necessary modifications which sometimes 
prove to be crucial since what is appropriate to the conventions of the 
source culture genre might be absolutely awkward according to the 
conventions of the target culture. The translator should be able to 
assess the status of both the obligatory and the optional elements of 
the genre in addition to their order and iteration. In other words, he has 
to know whether the translated element is optional or obligatory in the 
structure of the target text. If it is obligatory then he has to question 
whether the order in which it takes place is suitable for the target text 
structure. If it is obligatory and its order matches with the conventions 
of the target text then the translator should start raising questions 
related to whether iteration , if there 
is any, is acceptable in the target 
text structure. This assessment should be done on senuiotic grounds 
involving genre, discourse and text type. 
In addition to structural modifications, the source text might need to 
undergo some linguistic modifications which are necessary for 
creating a target text which fits in the framework of the generic 
conventions dictated by the culture to which it belongs. This means 
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that the target text should look plausible not only as far as the structure 
of the target genre is concerned but also as far as the cliches, the forms 
of expression, the syntax, the semantics, etc. of the target genre are 
concerned. 
The translation of a news report from English into Arabic, for 
example, would not only involve structural modifications such as 
shifting the history element towards the very end of the text but also 
linguistic modifications which have to do with the addition of cliches 
such as *5. UL.. # jp--j. -Orl ý, ýjlit is worth mentioning, a cliche which is 
abundantly used in Arabic news reports, the overuse of the j1and as 
the donnnant kind of connectivity, the use of relatively short 
sentences, etc. Translating the smoking notice genre from Arabic 
(Lr-ý-L-Jl ý, ý o. L. --)l1please do not smoke) into English (No Smoking), 
would involve omitting the element of the polite request and hence the 
word ;, L-,;! -)Vp1ease and converting the sentence from the form of a 
direct request to the forin of a non-personal straightforward 
mstruction. 
The more conventionalised the genre of the target language, the more 
demanding the text is in translation. fn other words, the case of 
genrelet requires more modifications inflicted on the structure and/or 
the language of the source text. Translating the love test genrelet from 
Arabic (- --- ýý- -- ýý. -'J - into English (s/he 
loves me, s/he 
loves me not, s/he loves me, s/he loves me not ... 
) would engage the 
translator in a number of modifications which take care of the fixed 
expression as well as the syntax opted for in the target genrelet. On 
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these grounds, a translation such as s1he loves me, s1he does not love 
me, s1he loves me, s1he does not love me... is absolutely rejected not 
because it Violates the conventions of the English language but 
because it violates the generic conventions of the target language. 
To conclude, the translation of genre/genrelet, more often than not, 
engages the translator in carrying out the necessary modifications to 
the structure and/or the language of the source text in an attempt to 
match the target text with the conventions of the target language genre 
and hence with the expectations of the target audience. The translator's 
fireedom to carry out generic modifications is not unlimited, however. 
The assessments he makes should be based on serniotic grounds 
where, in addition to the generic constraints, the operation is done 
under discoursal as well as textual constraints. 
Genres are expressed in discourses. The relationship which exists 
between genre and discourse is culturally determined mi the sense that 
there are constraints on which discourses are associated with which 
genres. A given culture might allow a combination of a given genre 
with a given discourse. Such a combination might be prohibited in 
another culture. For example, the genre "abstract" is normally 
associated with neutrality in English while it is associated with 
evaluativeness in Arabic (Hatim. & Mason 1990). 
Texts impose their own constraints on the translator. The translator is 
free to do the necessary modifications to the extent where the 
rhetorical purpose of the text begins to be effected. It is here that the 
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red light goes on and that the translator should give priority to the 
source text over the conventions of the target text (Hatim 1984,1992, 
1993, Hatim & Mason 1990). 
5.3. Final Word on Translation 
Based on the pragma- semi otic approach to translation, the current 
research advocates translation which studies text in context. As has 
been discussed earlier (see section 4.3. ), the three dimensions of 
context are involved in the case of genre via intertextuality in the sense 
that the hijacked generic signal finds its way to the text carrying 
register as well as pragmatic specifications in the process of 
implementing a semiotic task, that is, relaying an attitudinal meaning. 
Handling text in context, the translator is dealing with a sign whose 
informational and denotative status should be the least of his concerns. 
His main aim is to preserve the power of the language, to render the 
force of the original, and to give the target text receiver access to all 
the dimensions of meanings of the source text. In other words, his aim 
is to preserve the pragmatic as well as the semiotic specifications of 
the sign. 
This can be achieved through translating the hijacked genre itself, a 
strategy which has been adopted in the trans lation of many of the texts 
analysed in the previous chapter. In the case of the second intertextual 
reference in text 6A (see Chapter Four), for example, I tried to 
preserve the pragmatic and the semiotic specifications of the sign 
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through translating the genre of the fairy tale. On this basis, the cliche 
and live happily ever after has not been translated as ýý izLm-ý ljý-ý. j 
but rather as ZiLij ziL. -i I _f-4... oj . 
This translation would help 
the target text receiver to read the intentions of the source text 
producer and work out the attitude of the adman who is promising the 
consumer access to an unbelievably wonderful life. The same thing 
applies to text 3C (see Chapter Four) where my translation adopts the 
news report genre in English in an attempt to preserve the pragma- 
semiotic dimensions of the sign and to help the target text receiver 
work out the ironical attitude of the source text producer. 
In some special cases, where there is no genre in the target language to 
correspond with the hijacked genre in the source language, the 
translation strategy has been to preserve the pragrna-semiotic 
specifications of the sign through looking for another genre in the 
target language that helps relay the same attitudinal meaning that has 
been relayed in the source text. In text 4C (see Chapter Four), for 
example, attempts have been made to preserve the attitude of Saliba 
man (encouraging people to come and take a look at an exciting event) 
through the adoption of the fairground genre in English. Thus the 
phrase ita" ýLafi cannot hear has been translated as roll up! roll up! 
In cases where the hijacked genre does not exist in the target language 
and there is no chance for a generic replacement such as the one 
suggested in the previous paragraph, the translation strategy adopted In 
this research is to preserve the pragma-semiotic specifications of the 
sign through a direct translation of the attitude itself. In text 7A (see 
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Chapter Four), for example, attempts have been made to preserve the 
pragma-semiotic specifications of the sign through translating the 
humorous attitude itself since the fire emergency notice genrelet does 
not exist in Arabic and since there is no other way for a target 
language generic replacement. 
Finally, in cases where the hijacked genre does exist in the target 
language but there is absolutely no possible way to reach a translation 
which invokes in the text receiver's mind the same genre, attempts 
have been made to preserve the pragma-semiotic specifications of the 
sign through rendering the attitude itself In text 5A (see Chapter 
Four), for example, the attitude of the disappointed disbelieving 
person invoked in the source text through the hijacking of the fiction 
genre is straightforwardly relayed in my translation as And they are 
cutting the Trees! l 
5.4. Conclusion 
The current chapter has dealt with various approaches to translation, 
namely: the literal versus free approach, the dynamic and the formal 
equivalence approach, the register approach, the pragmatic approach, 
the text typology approach, and finally the pragma-semiotic approach. 
All these approaches have been commented on and their ments or 
demerits have been brought to light. Studying text in context and 
proving to be the best to address the translation problems, the pragma- 
serniotic approach has been adopted. A section has been dedicated to 
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the way the translator should handle the translation of genre/genrelet 
and the kinds of modification the translator should carry out in order 
to make the target text look plausible as far as the generic conventions 
of the target language and the expectations of the target text receiver 
are concerned. This section has been followed by a detailed study of 
the way the current research solves the problem of translating the case 
of genre via mtertextuality and how, seeing text in context, the 
translator should, as far as possible, preserve the pragmatic as well as 
semiotic specifications of the intertextual sign. To achieve this aim, 
various solutions have been suggested depending on the hijacked genre 
and its availability in the target language. This study has been 






fn carrying out the current research, I had in mind a list of several 
important issues at the top of which came the notions of genre and 
genrelet. A comprehensive review of how the notion of genre is 
seen by contemporary researchers has been essential. This review 
has covered questions related to the three main features of genre, 
namely the conventionalised form, the social occasion, and the 
participants with their goals, purposes and roles (textual, 
participatory and social). Dealing with genres as conventionalised 
forms occurring in a frequently repeated social occasion, the 
research has demonstrated how genre theorists concentrated on the 
structure with limited flexibility and the structure with almost 
unlimited flexibility, and how the social occasion has crucial effects 
on the form of the genre. Dealing with the participants and their 
roles, the research has demonstrated how some genre approaches 
give the participants a high degree of freedom in playing their 
textual, participatory and social roles. 
The genre review has also covered questions related to the reading 
position designed by the text producer for the text receiver and how 
the text receiver sometimes refuses this reading position and starts 
to reconstruct the text in his own way. This has involved talking 
about types of text receiver as well as types of genre. The 
relationship between genre and creativity, genre and register and 
genre and the meaning of text have also been brought to light. 
Proceeding from the review of the notion of genre, I have started to 
wonder whether this was the whole story. In other words, I have 
259 
Conclusion 
started to have my own doubts concerning whether the social 
occasion is as wide in all genres, whether the structural constraints 
are as tolerant III all genres, whether there are any other constraints 
that control genre apart from the structural one, and whether 
participants are free in the same degree in all genres 'in playing their 
textual 4) participatory and social roles. 
All these doubts have driven me to investigate the existence of a 
special kind of genre, i. e. the genrelet, depending on my knowledge 
of genrelets in both English and Arabic. Conducting this 
investigation, I have arrived at the conclusion that the genrelet is a 
genre that has the same three features of any genre, i. e. it is a 
conventionallsed form that is recognized by a language community 
and that occurs in a frequently repeated social occasion involving 
participants with their purposes and goals. However, the genrelet 
shows stricter conventions and constraints imposed by both 
language and structure. It involves more specific social occasions, 
more specific topics, and more specific roles of participants. On 
these grounds, the novel, the editorial, the letter to the editor, etc. as 
genres have been distinguished from the marriage ceremony, the 
auction, the Syrian presidential vow, the Syrian wedding invitation 
card, the Syrian death notice, etc. as genrelets. 
Introducing the notion of genrelet to the notion of genre, the 
research has moved on to study the notion of intertextuality in 
detail. This study has Involved a review on intertextuality where the 
terms intertext and intertextuality have been defined and the 
intertextual operation has been seen as an obligatory process which 
has to be carried out by the text receiver who has to go out of the 
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text and away from the surface meanings of that text in order to be 
able to restore meaning and coherence to the text. This operation is 
carried out under the guidance of the text itself which displays 
traces that take the text receiver to the relevant intertext. 
The research has given special attention to how intertextuality is 
seen to be of a motivated nature, how the words of others are 
redefined and modified during the intertextual operation and how 
the intertextual sign, on its way to the host text, starts collecting 
values which never existed in the intertext. The research has also 
focused on the fact that intertextuality is a complicated operation 
which needs a competent text receiver to fill in gaps and to restore 
meaning to the text. The actual and the virtual types of 
intertextuality have been brought to light. Under actual 
intertextuality, allusion, quotation, irony and plagiarism have been 
classified. Under virtual intertextuality, genre via intertextuality, 
discourse via intertextuality and text type via intertextuality have 
been studied. A review of intertextuality in Arabic rhetoric has been 
offered. This review has dealt with the actual and the virtual types 
of intertextuality as seen by Arabic rhetoricians. 
The issue of genre/genrelet Via intertextuality has been one of the 
most important arguments in the present thesis. Analysing data 
from different genres (advertisements, critical shots, greeting cards, 
editorials, novels), I have attempted to demonstrate how a text can 
belong to a particular genre and still, through some hijacked 
inter/textual indices, invoke in the text receiver's mind another 
completely different genre, the social occasion where that genre 
occurs, the participants who played roles in that social occasion, the 
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meanings associated with that genre, etc. The case where generic 
inter/textual signals take the text receiver to the same genre where 
they occur has not been of interest to the current research. 
The analysed examples have proved that this generic hijacking can 
take place on different levels (phonology, morphology, syntax, 
semantics, lexicon and/or structure) and can be located at different 
ranks (a word, a phrase, a sentence or a whole text). It has been 
demonstrated that this intertextual operation is resorted to by the 
language user for manipulative purposes. In other words, the 
language user hijacks some elements from another genre in order to 
achieve a subtle and a hidden argument and to convey an attitude. 
In text 5A (see Chapter Four), for example, the text producer 
hi . acks the fiction genre at the levels of both syntax and morpho- 
phonology and at the rank of words and entities below word *in 
order to relay the attitude of somebody who, in absolute 
disappointment, cannot believe what is going on. 
It has been made clear that this intertextual operation involves the 
three dimensions of context, i. e. the communicative, the pragniatic 
and the semiofic dimensions. Register specifications are 
manipulated by the language user in an attempt to do things with 
words in the process of relaying an attitudinal meaning. Through 
the mitertextual operation, Gricean maxims of quality, quantity, 
relevance and/or manner are violated. The classification of text 
types into expository, argumentative and instructional has also been 
proved to be violated since the language user can sometimes use the 
three text types in one and the same text. In other words, he can, 
for example, invoke an expository text in an instructional text in 
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order to argue. This is exactly what happened in text 5C (see 
Chapter Four) where in an advertisement for Unisys, a dictionary 
description has been hijacked by the text producer who wanted to 
achieve a subtle and effective argument and to express the attitude 
of the self-confident person whose information should never be 
questioned. 
The research has explained in a rather detailed manner the changes 
that the generic intertextual operation entails. As my data has 
proved, the position of the sign always changes from the status of 
the static to the status of the dynamic. The function of the original 
hijacked genre is always changed in the sense that the genre is used 
to serve purposes different from the ones it serves in its natural 
habitat. The attitude of the producer of the original hijacked genre 
is changed in the sense that new attitudes, never conveyed in the 
original, creep into the host text. The social occasion which is the 
natural habitat of the original genre is always changed and replaced 
by another social occasion. And, finally, the textual, the social and 
the participatory roles of the original participants are changed 'in the 
sense that the original roles are now played by different 
participants, in different ways, different conditions and with 
different sets of social relationships. 
Having argued that the case of genre via intertextuality is the case 
of the highly marked and the highly motivated, the current research 
has set about looking for the best way to translate the inter/textual 
signs and to preserve the meanings the signs are manipulated to 
convey. These investigations have required a review of the most 
well known approaches to translation in an attempt to demonstrate 
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their merits and/or demerits in solving translation problems. 
Studying text out of context, the literal vs. free approach and the 
formal vs. dynamic equivalence approach have been ruled out. The 
register approach has also been ruled out since it concentrates on 
register specifications (field, tenor and mode) and leaves out the 
two other important dimensions of context, i. e. pragmatics and 
senuotics. The pragmatic approach has proved to be futile since it 
also leaves out the two other dimensions of context, i. e. register and 
senuotics. The text typology approach has been of considerable 
help since it takes the three dimensions of context into 
consideration, not in a clear detailed manner, however. 
Having conducted all these studies on traditional as well as modem 
approaches to translation, I have arrived at the conclusion that the 
pragma-senuotic model is the best to address translation problems 
in general and the problem encountered in the current research in 
particular since it studies text in context taking into consideration 
the three dimensions (register, pragmatics and senuotics) and since 
it hence advocates the kind of translation which deals with signs 
and which endeavours to preserve their pragmatic as well as 
semiotic aspects. 
In an attempt to translate all the analysed data, I have adopted the 
pragma-senuotic model. My aim was to preserve the pragmatic and 
the semiotic specifications of the intertextual sign. This has been 
mostly achieved through translating the hijacked genre itself. In 
some cases, where the genre does not exist in the target language, I 
have looked for another genre in the target language that helps relay 
the same attitudinal meaning that has been relayed in the source 
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text. In some other cases, where the hijacked genre does not exist in 
the target language and there is no way to replace it by anotherone, 
I have tried to preserve the pragina-semiotic specifications of the 
sign through a direct translation of the attitude itself Finallyl *in 
some cases where the hijacked genre exists III the target language 
but there is no way to make the intertextual signal invoke that genre 
in the target text receiver's mind, I have attempted to preserve the 
pragma-semiotic specifications of the sign through rendering the 
attitude itself 
The research has also dealt with the way the translator should 
translate genre. It has been argued that, the source text must be 
reproduced according to the generic conventions of the target 
language and the expectations of the target text receivers. For 
achieving this purpose the translator has to analyse the structure and 
the language of the source text. He also has to know the intentions 
of the source text producer and the ftinction of the source text. In 
the second stage, the translator should make some assessments 
concerning which of the source text features should be preserved, 
modified or got rid of. In other words, he has to start doing the 
necessary structural and/or linguistic modifications to the source 
text according to the conventions of the target culture. The more 
conventionalised the genre of the target language the more 
structural and/or linguistic modifications are required. The 
modifications the translator opts for should be done not only under 
generic constraints but also under textual and discoursal constraints. 
It has been made clear that the rhetorical purpose of the source text 
should be absolutely preserved and that the translator's freedom to 
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do modifications should stop once the function of the source text 
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Text 6A 
Cosmopolitan, August 1994 
Do you really need to switch 
from glasses to those Acuvue' 
disposable contact lenses? ' 
asked Mum-'I do' I rephed. 
Once you've tried Acuvue 
disposable contact lenses, 
you'll-vow never to go back 
to glasses. Because of their 
unique disposable design, 
they are supremely com- 
fortable. And after two- 
blissful weeks of daily weir, 
you simply re'place therr, 
with a fresh new pair. Litt4 
wonder that amongst thoq 
opticians who wear conta( 
lenses, the majority choose 
Acuvue. We're so confident 
that you'll make the choice, 
we are now offering you 
a free trial*, available from 
opticians nationwide. So 
visit yours. And hve happily 
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DISPOSABLE CONTACT LENSES 
P"vmn+"mn 
TRY THEM FREE. AND SEE 
'Free trial available at participating opticians. 
Your optician will need todeterrrune whether 
your eyes are suitable for Acuvue. 
There may be a charge for an eye examination. 
Text 7A 
Greeting Card 
BREAK GLASS FOR EMERGENCY CUDDLE 
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Text I IA 
Newsweek 20/6/1994 
Do You, Paul, Take Ralph 
m0m 
History: A controversial scholar book argues 
that medieval Christians blesse gay couples 
HE IS AN ACCOMPLISHED MEDIEVAL 
histonan, noted for his- work on Chris- 
tianity and homosexuality. He is gay 
himself and also a devout-if conflicted- 
Roman Catholic convert. So when he 
opened his mail a dozen years ago and found 
a copy of what looked hie an earlV Catholic 
fitual for same-sex marriages, John Boswell 
of Yale Urliversitv determined to check it 
out. His quest took him to the great libraries 
of Europe - including theApostolic Library 
at the Vatican. Eventually he found 80 copies 
of the. ritual and set about writing a book 
proving that sexual relationships long con- 
demned as sinful by the church were once 
tolerated. even blessed. The result is "Same- 
Sex Unions in Premodem Europe" (412 
pages. Villard Books. S25), a volume that is 
certain to arouse more than scholarly 
passions. 
Even before its publication, word of Bos- 
\vell's work in progress sparked spirited 
speculation within academia. And beyond. 
.ý publicity campaign kicked into full gear last ", eek, Garrv Trudeau, another Yale 
man, built a week'sworth of "Doonesbury" 
strips around Boswell's book. 
At the Vatican, scholars read 
the "Doonesbury" sequence and 
%vondered what was up. ) An in- 
terview BosweLl gave last fall to NA 
,W was obtained by NEWS- fa. U 
WEEK. He is gravely ilf now and 
Iber 
unavailable for comment. John I 
Much of Boswell's book is cle- his bo 
voted to a history of marriage Bos from ancient Greece and Rome would 
to the late Middle Ages. One of the nil his aims is to show how terms is too like "brother and sister" were this riý 
used for siblings. heterosexual go loo 
spouses and homosexual cou- the iný 
ples as well for converts to early fy MY! 
Christianity. Another is to es- unmis 
tablish that. for premodem Eu- 
. 
ThE 
ropeans. marriage m,, as an ar- ject to 
ranýement between families and rr 
that had little to do vvith that tf 
, exual attraction and even less 
with 
Bt)ý,, ývejl*, , ubtle Iniplication 
i, tý,;, lovers 
'Aurelikely tob, rcnjanticin the 
rl-rlern ý'ene. L-iilik-e 
hetero- 
,, -, xuak. entered nnffrlaý, fr 
J()r prf)pertV, , Clvýkrl- 
free to take concubines or prostitutes for 
pleasure), homosexuals loved each other 
without these extraneous considerations. 
Only they, he implies, were apt to develop a 
purer and more passionate attachment as 
"soul mates. " And nowhere, he argues, was 
this more evident than in stories of various 
Christian saints. 
In the most controversial sections of the 
book, Boswell claims that the Christian ven- 
eration of certain same-sex pairs of saints 
indicates a ritual acceptance of homosexual 
attraction - if not of gay sex. His chief exam- 
ple is the fourth-century Greek martyrs 
Saints Serge and Bacchus. These two sol- 
diers, according to Boswell's interpretation 
of their legend, were "brothers" - homosex- 
ual partners. He also includes such "paired 
saints" as the female Roman martyrs Perpe- 
tua and Felicitas and the Apostles Peter and 
Paul. Even Jesus and his "beloved disciple, " 
John, he writes, obviously had "a special 
relationship. " That these same-sex pairs 
were invoked in rituals, he concludes, is 
further proof of their homosexual intent. 
Boswell's main problem is his tenden- 
13oswell: 'This Is Too Amazing' 
N INTERVIEW LAST 
with John Hocken- 
ry, of ABC's "Day One, " 
ýoswell talked about 
A. 
MELL: For a while I 
wake in the middle of 
& and think, "No, this 
amazing! You can't have 
ght, " and I'd get up and 
k at photocopies I had of 
inuscripts and I'd satis- 
; elf that it was right, It's 
, takable ... 
reasons Christians ob- 
homosexual behavior, 
iarriage in particular, is 
iey claim it's always- 
been prohibited ... and these 
ceremonies [are] evidence 
that that's not true. 
HOCKEN BERRY. In fact the 
other argument is even more 
true: that the ceremony has 
been endorsed. 
Bos'XELL Right. It's been 
the men 
endorsed and there are 
ple who believe in sam4 
love, and would like to 
porate it into a Christia. 
style, and this would af 
them the opportunity 
HOCKENBERRY: OfCl 
the church could squas] 
like a bug ... BosWELL: Well, they 
deny it but I'd be very! 
prised ifthey could dispi 
tious interpretations of the evidence. The 
ceremonial prayers he cites exist in various 
liturgical collections dating back to the 
eighth century. All are taken from the Byzan- 
tine tradition (mainly Greek and Slavic); 
although Boswell argues that there were 
Latin translations, he has been unable to 
locate any. The liturgies resemble rituals the 
early church used for heterosexual mar- 
riages. But the texts make no explicit men- 
tion of sex. How, then, are these rituals to be 
understood? 
New interpretation: Boswell's critics be- 
lieve what he's stumbled onto are well- 
known liturgical books that Catholic and 
Orthodox scholars have commented on for 
centuries. What Boswell chooses to trans- 
late from the Greek as "same-sex unions" 
are, in the original, celebrations of "brother- 
hood" or "fraternity" used for reconciling 
warring siblings, for adoptions and for es- 
tablishing other fictive relationships -but 
not homosexual unions. "Boswell has dis- 
covered nothing, " says Jesuit scholar Robert 
F Taft, of the Pontifical Oriental Institute in 
Rome, which specializes in early Byzantine 
Christianity. "What is new-and I think 
false -is his interpretation of this ritual. In 
light of the Byzantine attitudes toward ho- 
mosexuality, which was punishable in 
church law by two or three years of penance, 
and in civil law by torture, castration and 
even execution, it is ridiculous to claim that 
the Orthodox church had an official rite 
sanctioning homosexual unions. " 
Other scholars question Boswell's claim 
that the Roman church also used 
these rituals. Historian James A. 
Brundage of the University of 
Kansas, a specialist in medieval 
peo- law, admires Boswell but finds 
e-sex his arguments "extremely dubi- 
incor- ous. " Although he hasrit studied 
n life- the rituals Boswell cites, Brun- 
Ford dage says, "it's pretty clear to me 
from the legal texts that the 
ourse chaps who wrote them did not 
h you accept same-sex relationships. " 
And federal Judge John T. 
can Noonan Jr., author of several 
sur- scholarly books on medieval 
rove it. marriage and sex, dismisses 
Boswell's book as a "curious at- 
tempt to create for himself a past 
in a church whose Scriptures 
and teachings never accepted 
the relationships he defends. " 
That the "brotherhood" ritual 
may have served at times as a 
cover for homosexual relation- 
ships is a real possibility. That it 
was created for that purpose re- 
mains unsubstantiated. That its 
eýdstence could lead to church- 
sanctioned gay rnamages ap- 
pears I to be an empty hope. 
Ký WM, P 
Text 12A 
The Economist 30/10/1993 
Gulf states 
Kiss now, pay later 
FROM A CORRESPONDENT IN THE GULF 
The Gulf sheikhs have not forgiven Yasser Arafat, or anyhow that is their excuse 
for being tight-fisted 
S INIrE the signing of the Israeli-Palestin- 
ian accord in Washington, Gulf leaders 
have not had a moment's peace. if it is not 
an American official squeezing them fbr 
money to finance development in the Gaza 
Strip and Jericho, it is a big cheese from the 
Palestine Liberation Organisation on the 
airport tarmac, eager to embrace long-lost 
friends among the rich sheikhs of the Ara- 
bian peninsula. What's a besieged emir to 
do? The answer: kiss now, pay later. 
There is less to these comings-and-go- 
ings than meets the eye. True to their conser- 
vative natures, the oil sheikhs are not haul- 
ing out their cheque books. They all say that 
they support the PLo's agreement with Is- 
rael if that is what Palestinians want, but 
they are not rushing to help people in the 
occupied territories, many of whom once 
cheered for the Gulfs blood-enemy, 
Saddam Hussein. Whatever happens, the 
Gulf states have no intention of contribut- 
ing directly to the PLo, as they once did. 
A few personal relationships have 
warmed considerably since the days of the 
Gulfwar. Last week two ofYasser Arafat's se- 
nior aides, Mahmoud Abbas and Hakam 
Balawi, were received in Abu Dhabi and 
Qatar, respectively. Mr Abbas, otherwise 
known as Abu Mazen, neogotiated the deal 
in Oslo. More important, both he and Mr 
Balawi had been vocal in criticising Mr 
Arafat's blundering refusal to condemn 
Iraq's invasion of Kuwait. MrArafathimself 
is still persona non grata. Abu Dhabi's 
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Sheikh Zayed allowed his aircraft to make a 
stop in October on its way to China. And 
Oman, which likes to be a bit independent, 
actually allowed a visit. But that is all, so far. 
Nor, as yet, has there been the pledging 
of money that outsiders hope f6r. At a do- 
nors' conference f6r Palestinians in Wash- 
ington early in October, Saudi Arabia 
pledged Worn, and Abu Dhabi $35m, to- 
wards the estimated $590m start-up costs 
for the planned Palestinian self-rule admin- 
istration. Kuwait was notably silent, saying 
it would promise money only after a con- 
sensus was reached by the six-nation Gulf 
Co-operation Council. Kuwait's crown 
prince has now said, in his speech to a par- 
liament that is still busy attacking the PLO, 
that relations with such groups should be re- 
examined. 
Gulf officials say that the rulers will 
eventually contribute, although not as 
much as the United States might expect and 
certainly not as much as the PLO might de- 
sire. The oil-producing countries are still 
rich, but not the cash cows they once were. 
Saudi Arabia has budgetary troubles. Ku- 
wait, the most implacably hostile to the 
PLO, is reeling from disclosures of financial 
ftaud in its overseas investments and is 
even considering income tax fbr its citizens. 
Qatar, a Gulf state that has been particu- 
larly active in making contact with unex- 
pected people, must husband its shrunken 
oil revenues over the next five years. It is 
struggling to find financing fbr several huge 
natural gas development projects f6r which 
it has to come up with $2 billion-$3 billion 
in equity. Nevertheless, Qatar is happy to 
talk, and to quite a few unexpected people. 
its ambitious fbreign minister, Sheikh 
Hamad bin Jassim bin Jabor al-Thani, ac- 
knowledged publicly that he met his Israeli 
counterpart, Shimon Peres, while they were 
both in New York fbr the opening of the UN 
General Assembly. Sheikh Hamad said he 
talked with Mr Peres about Arab-Israeli 
peace. Perhaps. Other sources in the Gulf 
and in Israel say that the two talked about 
schemes to build a pipeline that would de- liver Qatari natural gas overland to Israel 
and, from there, to customers in Europe. 
Such a pipeline is still a pipe dream. 
Sheikh Hamad's activities look like the ef- forts of an energetic young minister to raise his country's profile through a slightly dar- ing f6reign policy. Qatar has been more wel- 
coming to visitors than its fellow Gulf states 
and has also been generous to individual 
Palestinians. But here, as in the other Gulf 
states, there is not much in the money box to get Palestinian self-rule on its feet. 
Text 13A 
Waterstone's Brochure 1994 
BACK@ 
Volvo are proud to sponsor the Esquire Nolvo -Waterstones Non-fiction Award 1994. VOLVO. AW YOU CAN BELIEVE IN. 
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Text 1B 
Al-Bilad Newspaper 14/12/1994 
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Ia. and nothing 
but the truth.? 
NEWYORK 
ANEW phrase may be about to enter the 
L-JAmerican lexicon: photographically 
correct. The American press goes through 
periodic fits of excess and remorse. This 
time the issue is the proper use of pictures. 
it has been discovered that, during last 
yeafs fires in Los Angeles, a photographer 
for the Los Angeles Times was unable to re- 
sist the temptation to improve a straightfbr- 
ward news photo of a burning house by ask- 
ing a nearby fireman to pose as if cooling 
himselfwith water from its swimming pool. 
Gracious. The sleuths then unearthed the 
ýct that Cokie Roberts, apparently deliver- 
ing a report fbr ABc news in the chill night 
air outside the Capitol in Washington, had 
in fýct been filmed, overcoat and all, in the 
warmth of the studio, with fbotage of the 
Capitol electronically inserted behind her. 
General amazement. 
Then, in the Tonya Harding-Nancy 
Kerrigan excitement beffire the Winter 
Olympics, New York Newsday ran a front- 
page photograph of the two women skating 
together. it had not happened. The picture 
was a montage-a fact acknowledged in the 
accompanying caption. 
The Los Angeles photographer was sus- 
The Econornist 19/3/1994 
pended, Ms Roberts and her proctucer rep- 
rimanded. Even New York Newsday was 
chided, despite having explained what it 
had done. Over-reaction? It is right fbrjour- 
nalists; to be aware of the power of photo- 
graphs and the fragilitý of the truths they 
contain. The cold war is not so long past that 
memories of Soviet manipulation of photo- 
graphs have vanished. At what point do edi- 
torial skill, and a sense of humour, become 
photographic abuse? 
The fireman-by-the-pool business seems 
fairly innocuous. ABCs sleight of camera 
was mildly naughty. New York Newsday's 
nothing-up-our-sleeves confession might 
seem to clear it entirely, until you remember 
that it was just such a newspaper photo- 
graph-a composite acknowledged in the 
caption-that lieutenants of Senator Joe 
McCarthy used to deny one of his enemies 
re-election in 1951. 
In none of these cases, it may be said, 
were facts of general importance secretly 
distorted. But that will not wash with many 
American editors. People accept photo- 
graphs at their face value, they argue, be- 
cause of the medium's intrinsic verisimili- 
tude. Doctoring an image, no matter how 
slightly, is as bad as fabricating a quotation. 
innocent as these recent incidents may 
seem, they may be the thin end of a wedge. 
The trouble is that these virtuous editors 
are swimming against the tide of technol- 
ogyý Throughout newspaper history, sophis- 
ticated techniques have been used to alter 
photographs; but it took great skill and 
manyhours. Now, with the advent of digital 
technology, almost anyone can buy the soft- 
ware, read the handbook and alter a photo- 
graph. Britain's Guardian proved as much a 
few weeks ago when, understandably suspi- 
cious of a North Korean photograph show- 
ing Kim 11 Sung and his son posed in deli- 
cate shoes on a mountain top, it substituted 
a picture ofJohn Major in its own version. 
There is also the impact on newspapers 
of the competition from television, espe- 
cially the cable sort. The rise of tabloid tele- 
vision, with its mesmerising, you-are-there 
view of lurid events, has changed the rules of 
the reporting game. The ability to deliver 
sensational news the moment it happens- 
last year's assault on the Branch Davidians 
at Waco, for example-puts pressure on the 
other branches of the media to exploit tech- 
nology to the full. Yet there must surely be 
limits. So long as people take images as gos- 
pel truth, journalists had better make sure 
they do not become apocryphal. 
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Midaq Alley, translated by Le Gassick, T. 
Why, he's a clever fellow. I only wish I could do the same to get 
out of my financial problems. Hamida's the real criminal, my friend. " 
Abbas understood his friend and realized without a doubt that Hussain had no scruples about what his rival had done. Therefore 
he refrained from criticizing the man's morals and tried to arouse Hussain's sense of injury by another way. He asked: 
"But don't you think this fellow has insulted our honor, therefore 
he must be punished? " 
The use of the word "honor" did not escape Hussain's notice and 
he realized that Abbas referred to the nea r- brotherhood ties that 
bound them so closely. He suddenly recalled how his sister had 
been thrown into prison because of a similar scandal and the 
thought enraged him. He roared: 
"That doesn't concern me. Hamida can go to the devil! " 
He was not completely truthful in what he said. If he had had 
the culprit before him at that moment he would have sprung on 
him like a tiger and dug his claws deep. Abbas, however, believed 
him. In a slightly critical tone, he said to Hussain: 
"Doesn't it infuriate you that a man should do this to a girl from 
our alley? I agree with you that Hamida is to blame, so one can't 
really critize the man. But still, isn't it an insult to us that we should 
avenge? " 
"What a fool you are, " shouted Hussain indignantly. "You're 
not mad because of your honor, as you think. It's pure jealousy. 
If Hamida agreed to come back to you, you'd go off with her quite 
happily. How did you greet her, you poor sap? You argued and 
pleaded with her? Bravo! Well done! What a brave fellow you are 
indeed ... Why didn't you murder her? If I were in your position I wouldn't have hesitated a minute. I'd have throttled her on the 
spot and then butchered her lover and disappeared That's 
what you should have done, you fool! " 
His near-black face took on a satanical look as he continued to 
bellow: 
"I'm not saying this to escape doing my duty. This fellow should 
pay for his aggression. And he will! We'll keep the appointment 
you made and we'll beat him up. Then we'll wait for him in all his 
haunts and beat him up again, even if he has a gang with him. And 
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Text 3C 
Shihan Newspaper 29/10/1994 
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Text 5C 
The Economist 23/10/1993 
cus-tom-er-ize v. t. 1. To make a company more responsive to 
its customers and better able to attract new ones. 2. To 
customerize an organization's information strategy, e. g. to 
extend systems capabilities to branches, booking offices and 
other points of customer contact and support. 3. What Unisys 
does for a growing number of companies and government 
agencies worldwide. See customer service, competitive edge, 
busMess-crifical solufions, revenue generafion. 
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Text 8C 
Halifax Brochure 1994 
FAMILY MAN, 41, tired of 
living in a box, seeks attractive 
mortgage to broaden his horizons. 
IF YOU'RE looking to broaden your 
horizons, our choice of fixed rate 
mortgages let you do just that, safe 
in the knowledge that your interest 
rate will stay the same for a set 
term. 
And once you've matched yourself to 
a fixed rate mortgage, you can choose 
the rate which suits you best: 
8.75% (9A% APR) fixed until 31st 
January 1997 (Issue 182) 
9.45% (10.1% APR) fixed until 31st 
January 1999 (Issue 183) 
lie maximum loan for these Issues is 
5% (85% for remortgages and/or capital 
aising). 
ment fees are payable for each fixed 
the time of application. See General 
-ion for current fees. 
y for the above fixed rate deals, you must 
ý your mortgage on or before 31st January 
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Tishreen Newspaper 27/11/1994 
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The Thief and the Dog, translated by 
Le Gassick T. and Badawi, M. 
A cool breeze sent a whisper through the grove. It 
was a desolate, lonely spot. Gripping his revolver 
hard, he pondered the chance that might now be at 
hand, to bear down on his enemy and achieve his 
long-awaited goal. And then death, a final resting 
place. "Ilish Sidra, " he said aloud, heard only by the 
trees as they drank in the breeze, "and then Rauf 11- 
wan. Both in one night. After that, let come what 
may. 17 
Tense, impatient, he did not have long to wait for 
a figure to come hurrying in the dark from the direc- 
tion of the caf6 toward the tip of the woods. When 
there was only a yard or two left between the man 
and the road, Said leaped out, leveling his revolver. 
"Stop! " he roared. 
The man stopped as if hit by a bolt of electricity, 
and stared at Said speechless. 
"Bayaza, I know where you were, what you7ve 
been doing, how much cash you're carrying. " 
The man's breath came forth in a hiss and his arm 
made a slight, hesitant movement, a twitch. "The 
money's for my children, " he gasped. 
Said slapped him hard across the face, making him 
blink. "You still don't recognize me, Bayaza, you 
dog! " 
"Who are you? I know your voice, but I can't be- 
lieve .. ." Bayaza said, then cried out, 
"Said Mahran! " 
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